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stage, ana tne noDies, wiin a cynicism oorn oi negations, nasienea 
to do their bidding. The genius of the drama forsook the stage for 
the byeways and hedges, where, as mime and farce, it could still 
appeal to nature in the primitive man. 

The Western world was again without a drama. It had broken 
the traditions that bound it to the old, and must seek in some new 
channel for thoughts worthy of dramatic expression. The early 
Greeks found such in the worship of Dionysus ; the inheritors of 
their worn-out civilization felt in the profoundest sense a dynamic 
idea in the Christian faith. 

We have, then, to seek the sources of the new drama in the Chris- 
tian ideals. 

The climax of a tragedy in life was recognized in the marvelous 
self-sacrifice of Christ. Around the Eucharist, the memorial of 
thanksgiving for that death and resurrection, grew up the Christian 
worship. As a fit approach to that solemn feast, various acts of 
preparation were introduced, until, as a result, an established mode 
of procedure, a formal liturgy, expressed the devotion of the disciple 
not less by action than by word. 

At first the familiar worship of the synagogue suggested appro- 
priate additions ; and prayers* in common, consisting of praise, 
reading, and supplication,' formed a fit introduction to the Eucha- 



i Acts 2, 42. « BurbidKO, p. 3. 
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rist That this did not, however, become a fixed form within the 
first century is evident, since The Teaching of the Twelve Apos- 
tles, after the short outline of a service, adds "But permit the proph- 
ets to give thanks in what terms they will,'" and Clemens Romanus 
(97 A. D.) exhorts the Corinthian Church to preserve due order and 
unity, and makes mention of the Jewish system of priests and sacri- 
fices as furnishing patterns for Christians to follow.' Such instruc- 
tions reveal the pervading influence of Jewish rites and the fluidity 
of prevailing customs. 

The Church, however, was passing into the hands of the Greeks, 
whose logical and artistic bent of mind sought immediate expression 
in their adopted worship. There are many evidences to show that 
the Greeks from the first sought to adorn and extend the ritual from 
the stores of their own civilization. Dr. Schaff' declares that " the 
Hellenists were much more liberal than the Palestinian Jews. This 
is evident in the whole Church at Antioch." To the Greeks, then, 
must we look for the liberalizing of the provincial notions of the Jew. 

From such sources, combining Jewish and Grecian elements, the 
Christian liturgy slowly grew up, until in 103 A. D. Pliny could 
report* to the Emperor Trajan, on the testimony of renegade 
Christians, 

That they had been accustomed on a stated day to assemble before light, and 
sing amongst themselves in turn a hymn to Christ as God, and to bind them- 
selves by an oath not to commit any crime, but that they would not commit theft 
or robbery or adultery, nor break their word, nor be false in that which was en- 
trusted to them ; and that after this it was their custom to separate, and to 
meet again to take a meal, but that it was in common and harmless. 

This report would seem to reveal to us a divided service ; in the 
early morning a song service with a solemn oath before the day's 
duties, and later the communion ; but we must remember that this 
is the report of an outsider who may have understood the matter but 
imperfectly. The Christians adopted fixed hours of prayer from the 
Jews,* one of which was in the early morning. It is quite possible 
that Pliny confused the morning hour of prayer with the day serv- 
ice. This seems the more probable, since thirty-six years later 
(A. D. 139) Justin Martyr reports a much more developed service. 
He says :* 



I Burbidge, p. 20. » Burbidare, p. 5. » Schaflf, vol. 1, p. 87. 

4 Burbidge, p. 28. « Burbidge, p. 112. « Burbidge, p. 27. 
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On the day called Sunday a meeting takes place of all who dwell in cities or 
in the country, and the memoirs of the Apostles or the writings of the Prophets 
are read as long as time permits. Then, when the reader ceases, the one who 
takes the lead admonishes by word of mouth and exhorts to the imitation of 
these good things. Then we all rise together and put up prayers ; and, as was said 
before, when we have ceased from prayer, bread is offered and wine and water, 
and he who takes the lead puts up prayers likewise, and thanksgivings according 
to his ability, cuid the people give their assent, saying, Amen. 

Justin Martyr knew the church service, and his report is authori- 
tative. It reveals a more formal service than that of the first de- 
cades, the exercises consisting of Reading, Exhortations, Prayer, 
the Eucharist, and Thanksgiving. These he names, as we judge 
from later liturgies, in the order of service. The Eucharist, a 
thanksgiving in act, closing appropriately with a thanksgiving in 
word, is fitly introduced by the Prophets or Acts, with exhortation 
and prayer. 

Two hundred years pass by within which is found no extended 
report of the manner of worship. Then appear the Apostolic 
Constitutions, from which is drawn the so-called Clementine Liturgy, 
which is as follows :* 

Lection from Law and Prophets.* 

Lection from Epistles. 

Lection from Gospels. 

Sermon. 

Litanies for Catechumens, etc. , and Dismissal. 

Litany for Faithful. 

The Peace of God be with you all. 

Kiss of Peace. 

Washing of Hands. 

Offering of the Gifts." 

Prayer of Bishop. 

The Grace of Almighty God, and the Love, etc. 

Sursum Corda. 

Preface ending with Sanctus. 

Commemoration of the work of Redemption. 

Words of Institution : In the night in which He was betrayed. 

Offering in remembrance of Passion. 

Invocation of Holy Spirit. 

Prayer for the whole Church, including the faithful departed. 

Peace of God be with you all. Prayer of Humble Access. 

Holy things to Holy. R. One holy, etc. Glory to God in the highest, etc. 

Communion. Psalm xxxiv. 

Thanksgiving. 



I Burbldge, Front. « The Little Entrance or Introlt. 

» The Great Entrance or Offertory. 
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In this liturgy of the fourth century we see much more clearly the 
dramatic character of the service, which may now be roughly divided 
into two acts. The Eucharist holds as ever the commanding posi- 
tion. The first act is one of preparation ; the second leads directly 
to the Eucharist, its fitting climax. 

As to the method of division in this inchoate drama there may be 
different views. Klein,' having in mind the Liturgy of St. Chrysos- 
tom,' in which a * Preparation ' precedes the Introit, casts the church 
service into three acts, the first closing immediately before the In- 
troit, the second before the Great Entrance. Dr. Schaff' holds that 
every Oriental liturgy is a symbolical drama of two acts, the second 
act beginning with Sursum Corda. It might be as satisfactory to 
consider the liturgy as a drama of two acts, the first beginning with 
the Introit— the Introduction, where there is one, being treated 
as a species of prologue — and the second opening with the Great 
Entrance. 

The exact method of division is immaterial. The fact remains 
that we have in the Clementine Liturgy a dramatic framework which 
needed only the interspersion of the quick exchange of act and 
speech to form a veritable drama. This need, however, was a serious 
one, and a rival sect was not slow, as we shall see, to take advan- 
tage of the defect. 

In some form singing of psalms had been a feature of the church 
worship from the first. There had been some definite assignment of 
musical parts in temple and synagogue worship ;* moreover. Psalms 
24 and 134 appear to have been composed for antiphonal singing. 
Philo speaks of such singing among the Essenes, in language which 
agrees closely with that used by Basil, Bishop of Csesarea, in 
370 A. D., when he says,* "And now, divided into two parts, they 
sing alternately to each other. Afterwards they commit the leading 
of the melody to one, and the rest follow him." Pliny's statement 
that the Christians sang " amongst themselves in turn " proves its 
survival among the Christians. 

Nevertheless, whatever the method of singing may have been, that 
lively alternation, which gives movement and interest to antiphonal 
singing, must have been lacking. Indeed there are signs that music 
itself fell into disuse or was of little prominence, for no writer after 
St. Chrysostom could have omitted, as did Justin Martyr," all men- 
tion of it, in a description of the service. 



1 Klein, vol. 4, p. 10. a Burbidge, Front. > Sohaff, vol. 8, p. 534. 

4 Smith's Diet, of Christian Bioff. s. v. Ignatius. > Burbidge, p. 13. e See p. 8. 

TBAN& Conn. Acad., Vol. IX. October, 1892. 
2 
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About the middle of the fourth century the orthodox church saw 
dark days. The Arian sect, with its taking hymnology, was militant 
in the Christian world. The orthodox Bishop of Antioch was driven 
into exile, and the fortunes of the faithful sank to a low ebb. It 
was at this time, tradition says, that Flavins* and Diodorus of 
Antioch revived— or, possibly more accurately, invented — antiphonal 
singing. In any case, the time was ripe for it. St. John Chrysos- 
tom" used it in processions to combat Arian hymnology, and Am- 
brose,' Bishop of Milan, brought it to the West. 

For many characteristics of antiphonal singing the church was 
probably indebted to the Greek drama. The Arian hymnology had 
made clear the need of a more prominent musical element, but 
does not, so far as can now be determined, satisfactorily explain the 
peculiar arrangement of antiphonal singing. If one will place the 
liturgical service side by side with one of the old Greek tragic dra- 
mas, he will be struck by the correspondence of function between the 
choir of the one and the chorus of the other. This pertains not 
alone to the frequent dividing and reuniting of chorus and choir 
respectively, nor to the distribution of the singing throughout the 
action of the play and liturgy, but is present in a more subtle sense. 
The chorus interprets and accentuates the action of the drama, but 
rarely advances it. The choir discharges the same office continually 
for the service of the liturgy, as it passes on to its climax in the 
Eucharist. 

If now the Responsoria are added to this forming liturgy — which, 
however, tradition assigns to the Italians, but which seem so close a 
copy of the interchange of speech between the protagonist and 
chorus, and are so strikingly akin to the antiphon that one must 
suspect a common origin — the liturgy has received in the fourth 
century that final form and texture which through the use of fifteen 
centuries has remained practically unaltered. Additions, expansions, 
intrusions, have at times been made, but the Roman and English 
liturgies of to-day are essentially the same as St. Chrysostom's Lit- 
urgy of the fourth century. 

Nor should it be thought singular that the Fathers looked to 
the classic theater for aid. The theater had a strong hold upon the 
people ; witness Tertullian's* De Spectaculis (A. D. 200) against plays, 
and St. John Chrysostom's* threat of excommunication, if any of his 



1 Smith's Diet, of Christian Blog. s. v. Plavlua. » Schaff, voL 3, p. 679. 

t Smith's Diet, of Christian Blog. s. v. Ambrose. « Hase, p. 1. 

s Haae, p. 5. 
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flock attended theaters on holy days. That they should go for aid 
to the classic plays, which were still used for closet study, is no 
stranger than that they should adopt the Roman basilica for a 
church type, or plant Christmas* upon the Roman Saturnalia. The 
church had need of these things, and used them so wisely that 
it made out of the skeleton of the Clementine Liturgy an artis- 
tically complete symbolical drama in the St. Chrysostom Liturgy. 
The symbolical character of their worship was emphasized by his- 
torical, typical, and allegorical' pictures, among which ' Adam and 
Eve,' the * Adoration of the Magi,' and the * Shepherd who carries 
the Lost Lamb upon his Shoulders ' are enumerated.* Some of these 
were passing out of use by the middle of the fourth century, as 
discarded molds, no longer suitable for the thought of the church. 
Furthermore, the readiness with which the church assimilated Greek 
culture is easily accounted for when we reflect that* "to Justin 
Martyr, Origen, and Clement of Alexandria, Greek philosophy was 
the bridge to the Christian faith." 

However, the distance from the symbolical drama to the tragic 
is not easily passed. It cannot be bridged by any development of 
symbolism itself. The difference is essential and intrinsic. In the 
first place, abstract thought that does not admit of concrete presenta- 
tion cannot form even a symbolical drama. Hence where philoso- 
phy, as in India, has dominated thought since the rise of literature, 
there can be no true drama. 

The Hindoos' one attempt to form a mystery play, the Prabodha- 
Chandrodaya,* the Birth of Ideas, shows, through the superlative 
hideousness of its allegorical actors, the violent forcing of material 
into unnatural expression. Even in the florescence of Attic tragedy 
the authors recognized vaguely that the rising schools of philosophy 
were their foes. When the domination of Attic thought by philos- 
ophy was finally complete, the drama forsook its ideals, and sought 
for motive in society and intrigue. 

In the Christian liturgy, symbolism presented at second hand the 
concrete embodiment of the profoundest ethical philosophy, since 
the tableaux and allegories pictured the story of Christ, who offered 
in his own life and action a solution of the ethical problems of the 
race. The true literary expression of this material was found in the 
allegorical poems so abundant in the Middle Ages, which ultimately 

1 Wilken, pp. 1, 2. « Scbaff, voL 2, p. 274. 

s I find no evidence of Uvinff tableaux in the church at this date, as iriven by Klein, vol. 
4^ p. 11. 4 SchaflT, vol. 1, p. 78. • Klein, vol. 8, p. 15. 
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attained their richest flowering in the Divina Commedia and the 
Fairy Queen. The trae drama demands material that can be made 
one with the actor. The profoundest philosophy can be presented, 
as in Hamlet or King Lear, but it must be presented indirectly 
through the life, or the results arising from the life, of the actor. 

The tragic drama denciands situations that shall excite the deepest 
emotions in the spectator, and as agent a soul great enough to combat 
mighty influences, that the beholder's liveliest sympathy may be 
called into action. Can these conditions be met by a drama that 
attains its climax in a thank-oflering ? If not, then, after the sym- 
bolical drama was established in the Christian liturgy, further dra- 
matic advance was impossible. The service might be loaded with 
ornament — incense, genuflections, vestments ; but these could only 
cloud the simple dramatic outline of the early liturgy. The passage 
to true dramatic expression remained impossible. 

Meanwhile, the old drama had sunk into utter darkness, beneath 
the contempt of men and through the puerility and grossness of its 
matter. For five centuries the world waited for the drama. From 
the Christian worship, its proper source, it could not come without 
some essential change within the liturgy itself, yet the thought of 
Europe was wholly taken up with the story of the Christ and the 
wonderful plan of salvation which had been elaborated by the 
theologians. 

It is true that there are signs that a drama might have arisen in 
time from another source. The pastoral of Theocritus had devel- 
oped in dialogue. Whether, without the aid of the religious drama, 
it could have acquired sufficient plot of dramatic quality to form 
even the pastoral drama which later spread through Western Europe, 
is an interesting question. Its indebtedness to the religious drama 
can be plainly seen in Spain, where Enzina' used the church drama 
as an aid to the pastoral, and set the type for Spain and Portugal. 
But the passage from pastoral to tragedy would have been a giant 
stride, and proved unnecessary, for within the liturgy grew up the 
needful tragic motive, and from that sprang the religious drama. It 
becomes our next task to show the shifting of standpoint within the 
liturgy which arose from the acceptance of a new theological dogma, 
to detect the introduction of a genuinely tragic moment, and to trace 
the growth of dramatic expression within the church service itself. 



1 Ticknor, vol. 1, p. 846. 
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And when the church services, following the incidents of His life, 
came around to the dates of His death and resurrection, what longing 
must have possessed them to present vividly to the ignorant and 
heedless multitude those moments now stored for them with such 
sacred meaning I 

The liturgical drama, therefcye, is the legitimate outgrowth of a 
situation well stated by Dr. Schaff : 

In the sacrifioe of the mass the whole mysterions fulness and glory of the 
Catholic worship is concentrated. Here the idea of the priesthood reaches its 
dizzy summit, and here the devotion and awe of the spectator rises to the high- 
est pitch of adoration.^ 

Or it may be stated in words which the Catholic Church accepts : 

The Church commemorates every day the bloody sacrifice of Jesus Christ on 
the Cross, by a true and real unbloody sacrifice ; in which she offers to God the 
same body and blood that were given for the sins of the world.* 

These words, through continual repetition and the unbelief of our 
day, no longer appeal, even to those who accept them, with a tithe 
of the force with which they impressed the credulous minds of 
mediaeval times. To them the immediate result was a notable 
increase in the spirit of devotion, which expressed itself in the elabo- 
rate rituals, and in the desire to present this awful sacrifice to the 
people as vividly as the priests themselves felt it. This dramatic 
development of the liturgy did not owe its origin to the frivolous 
and irreverent among the clergy, though these, doubtless, eagerly 
seized upon it for amusement, but to the reverent desire of the pious 
to present Christ's life vividly to the people, a desire that could now 
find true dramatic expression, since the Mass was no longer a symbol, 
but a veritable life history, closing before the eyes of the spectators 
in a most sublime self-sacrifice. 

Thus it came about that under the new view of the Eucharist the 
liturgy presented dramatic moments of heightened interest at each 
salient point of Christ's career. These fall naturally into two groups : 
those of his birth and childhood, and those that pertain to his death 
and resurrection, the latter forming a group of most intensely dra- 
matic value. 

As Sunday after Sunday the people see the Christ actually lifted 
up before them, the sense of the reality of the sacrifice grows. 
When with Holy Week the altars are stripped and continual suppli- 
cation and lamentation fill the church, they are prepared to feel on 



I Schaff, vol. 8« p. 505. 2 The Office of the Holy Week. 
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Good Friday that an actual Bacrifice of momentous consequence to 
them is taking place. The new sense of the import of this sacrifice 
heightens the devotional feeling in the clergy, and they long to 
make, this as real to the people as it is to themselves, and sometimes 
to make it as vivid to their own consciousness as it is to their faith. 
This led to a more realistic presentation of the awful sacrifice and of 
the joy of the Resurrection. 

We must not, however, expect that the history of these dramatic 
moments will be the same. The Crucifixion was too solemn a thing 
for elaborate realism, but the Resurrection readily lent itself to dra- 
matic presentation. Therefore we must expect to find the Cruci- 
fixion a reverent but slightly developed drama, until it passed into 
the hands of the people, and time and custom had deadened their 
sense of its sacred ness. 



III. 



THE DRAMA OF HOLT WEEK IK THE CATHOLIC LITXJBaT 
OF MODERN TIMES. 

We turn now to the records that remain, and will attempt to trace 
the development of these two dramatic moments, considering first 
the dramatic traces in the modern Roman Liturgy of Holy Week, 
and next in the old English liturgies, passing thence to the more 
elaborate development in the liturgies of the continent, where we 
will trace the Crucifixion and the Resurrection independently. 

The liturgy of modem times, according to the author' chosen, 
admits of the following sketch of dramatic action. 

THE MORNING OFFICE FO« GOOD FRIDAY. 

THE MASS. 

The Prieet and his Ministers, in black yestments, go to the Altar, without 
lights and incense, and prostrate themselves before it; while the Acolytes cover it 
with one linen cloth. The gospel is St. John 18. After the prayers the 
Priest pats off his vestment, and taking from the Altar the Cross covered with 
a veil, he goes to the epistle-comer, where he uncovers the top of it, and shows 
it to the people, singing the Antiphon: Ecce lignum cnicis. Then the Deacon 
and Snbdeacon join with him in singing the rest: In quo salus mundi pependit. 
And the choir prostrate on the ground answers: Yenite, adoremus. From thence 
the Priest proceeds to the right side of the Altar, where he uncovers the right 
arm of the Cross, singing a second time, ecce lignum, as before. Lastly, he goes 



1 The Office of the Holy Week. 
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*' Tea, and in some places, they make the grave in a hie place in the church where men 
must g'oe up manie steppes, which are declced with blacke cloth from above to beneath, 
and vpon euery steppe standeth a siluer candlesticke with a waxe candle burning^ in it, 
and there do walke souldiours in hamesse, as brigrht as Saint GeorRe, which keepe the 
grave, till the priests come and take him up : and then commeth sodenlie a flash of fire, 
wherewith they are all afraid and fall downe : and then vpstarts the man, and they 
begin to sing Alleluia, on all hands, and then the clock strikes eleuen/* 
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IV. 

THE DBAMA OF HOLT WEEK IN THE TOSK UTXJBGT. 

We turn now to the Easter service in the mediseval liturgies, and 
place the York liturgy in comparison with the continental order of 
service. An interesting situation is revealed. In the York Missal 
the traces of dramatic action are scattered, as in the modem liturgy, 
through the services of Easter, Easter Monday, and Easter Tuesday, 
not concentrated, as in the continental liturgies, in the service of 
Easter. In the Victims^ Paschali Laudes occurs : 

Die nobis, Maria ! quid vidisti in via ? 

Sepulchrom Christi viventis, et gloriam vidi resorgentis, 

Angelicos testes, sudariom et vestes. 

Snrrexit Christns spes mea, praecedet yob in Galilseam. 

This is repeated also on Monday and Tuesday. On Monday we find 
the verse preceding to be : 

Angelas Domini deecendit de caslo, et acoedens revolvit lapidem, et sedebat 
super earn. 

On Tuesday the verse is : 

Snrrexit Dominns de septdchro, qni pro nobis pependit in ligno. 
In the York Missal the Resurrection Drama also appears in a 
broken and disconnected condition. On Easter Sunday, after bless- 
ing the fire and the water, the clergy assume festal garments, but the 
VictimsB Paschali Laudes is not the Sequence for the day, so there is 
absolutely nothing of a dramatic nature in the Easter service. In 
Feria ii post Pascha, however, we find clear traces. Luke 24. 13- 
35, is read. The Offertorium gives :* 

Angelns Domini descendit de cselo, et dixit mulieribns: qaem qasritiB? 
snrrexit, sicut dixit, allelnya. 

In Feria iii post Pascha appears :' 

V. Angelas Domini descendit de caslo, et accedens revolvit lapidem, et sedebat 
super eum. 

V. Respondens autem angelus dixit mulieribus : Quern queeritis ? Illas autem 
dixerunt: Jesum Nazarenem. 

Then follow the Victimae Paschali Laudes, containing : 

Die nobis, Maria, quid vidisti in via ? 

Sepulchrum Christi viventis, et gloriam vidi resurgentis, 

Angelicos testes, sudarium et vestes. 

Surrexit Christus spes nostra, pnecedet vos in Galilieam. 

Credendum est magis soli Mariee veraci, quam Judaeorum turbce fallaoi. 

Scimus Christum surrexisse a mortuis vere ; tu nobis, victor Rex, miserere. 



1 York Missal, p. 128. s York Missal, p. 129. 
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How much acting accompanied this song it is impossible to state 
with certainty, but one may venture the supposition that a portion 
of the choir or certain priests sang the question : '^ Die nobis, Maria, 
quid vidisti in via ?," that the three following lines were sung by 
single voices personating the three Maries respectively, that the 
former singers then followed with the line beginning " Credendum," 
and that all joined in the last line. There is nothing in the text to 
indicate the method of rendering. The passage is in prose as given 
above, not in verse, as the passage given by Pollard* seems to be. 

This ends the direct evidence from the York Missal, but not the 
indireot. There must have been more to this drama than that indi- 
cated in the text. In the Good Friday service the crucifix and host 
were placed in the sepulchre to await a resurrection on Easter, as 
we know from the continental liturgies. No account of this resur- 
rection is given, and, as there is a distinct change in the service on 
Easter, when, after days of mourning vestures and lamentation, 

Pnelatos cnm Beptem vol quinqne Diaconibns dalmaticatis, et totidem Snb- 
diaconibus timicatis festive paratis, prsecedentibos CereferariiB et dnobns 
ThnriferiB, introeat ad Altare, 

I incline to the opinion that the Resurrection Play took place 
immediately before that action. 

That the directions for the drama should be omitted is not strange, 
as in many churches, continental as well as English, the Play was 
regarded as foreign to the service and excluded from the Missal. 
Moreover, we have direct references to such plays in two places in 
the York Missal. On Christmas — Ad Missam in Gallicantu,* MS. 
D says : 

Peractisqae ibidem omnibus quae jnxta morem dicenda vel facienda sunt, 
incipiat Elzecntor Officiis ad Altare Gloria in excelsis com nota de angelis. 

And for Ad Magnam Missam MS. D adds :* 
Et peractis omnibus ibidem, qnse peragenda sunt, incipiat Sacerdos orationem. 

These prove the recognized standing of such plays, though out- 
side of the Missal, and also that the directions for them were not 
always inserted, as MS. D alone has them, the other MSS. being 
notably deficient in rubrics in many places. This closes the York 
testimony concerning these plays, and we pass to the continent, as 
I have not the Sarum Use at hand. 



1 Pollard, p. XV. • York Missal, p. 14. > York Missal, p. 18. 
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Johannes dicit: 

Maria m&ter reine, 

Weinen muge wir beide, 

Wan ons nieman troestet mdr : 

Ow6 mir hint© tind immermdr. 
Maria cantat : 

Sihestn wie er henget 

Und wie daz \Mt rennet 

tfz stnem reinen Itbe ? 
(tesus dicit :) 

Sichy m&ter, sioh ! Dtn kint 
bin ich 

Und daz jaBmerltchen hange. 

Des sUnders t6t ich nicht enwil, 

Johanni dem bevilh ich dich. 

lohannes dicit ad Mariam : 

Mftter l&z din tHiren stn, 

Johannes sol wesen der stin dtn 

Und dt diu mdter stn. 
Ies\i8 ad Johannem dicit : 

Dt solt ir sun wesen, 

SO mnget ir beide wol genesen. 
Maria cantat : 

Owd owS ! weinen was mir nnbekant, 

Sit ich m&ter was genant 

Und doch mannes ftne. 

Owd ! ntl ist ze weinen mir geschehen, 

Sint ich stnen t6t m&z sehen 

Den ich ftne smerzen gar 

TAfkier unde meit gebar. 
[Here follow some illegible Latin verses 

of which the following is the trans- 
lation] : 

San Johannes unde neve mtn, 

D^ solt klagen min leit and daz din. 

Stder an2 ze leid ist geschehn, 

Herzeleide mtteze wir jehn. 

Owd ach and jamers ztt 

Din an stnem tode Itt, 

D&Yon mir ein scharpfez swert 

Mine sdle gar darchyert. 

lohannes : 
O Maria stella maris 
oar tam grave contristaris ? etc. 

A still further development is shown by a plaint of the thirteenth 
century — the MS. is, however, of the fifteenth century — which is 
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also given by Hoffmann.* It begins 'Incipit planctus Marise vir- 
ginis,' contains 406 verses, and is accompanied, as is the case with 
nearly all German Marienklagen, with the music. The stage direc- 
tions are in Latin, and the first song that John and Peter sing is in 
prose Latin. The Savior also says : " Mulier, ecce filius tuus," and 
" Ecce mater tua " in speaking to John, but follows each with four 
verses in German. The actors are Mary, John, Peter, and the cru- 
cified Savior. The passage of time is shown, and is evidently 
intended to cover the time that Mary was by the cross in the Bib- 
lical narrative. 

As kindred to the above plaints we can best consider here the 
lamentations that precede the Resurrection Play on Easter. In a 
parchment MS. in the cloister of Lichtenthal near Baden, in a hand- 
writing of the thirteenth century, is found what Mone* declares to 
be the oldest German piece that he has discovered. It begins : 

[MARIA :] 

Awe der iemerleichen olag, 

di ich mater eine trag 

Ton dez totez wanne ! 

weinen waz mir iinbechant, 

sit ich mater was genant, 

and doch. mannes aime : 

na ist ze beinen m!r geschehen, 

seit ich deinen tot maz sehen. 

aabe der laiden merre 1 

w&inen, clagen moz ich han, 

sam der freade ni gewan, 

von meinez hertzen swerre. 

aabe tot, 

disea not 

maht da mir wol enden, 

wilt da von dir 

her za mir 

deinnen poten senden. 

Three stanzas of the same construction follow, then John speaks 
one stanza, then Mary and John continue the conversation through 
six stanzas of a different construction. The preparation for the 
walk to the sepulchre is announced by six Latin verses, and Mary's 
decision to visit the sepulchre is given in the words : 

Sed eamas et ad ejas 
properemas tamalam, 
si dileximas viventem,' 
diligamoB mortaam. 



1 Hoffmann, vol. 2, p. 380. s Mone, p. 27 and p. 81. * See pp. 25, 83. 
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This leads us to the consideration of the songs, not lamentations, 
which sometimes contained the Easter Play in embryo, and some- 
times were introductory to it. Of the former we have this of the 
fourteenth century :* 

LhJLO pueri [maria maodalbna] : 

Ceite moltis arg^omentis sadarimn et vestes. 

Tidi signa resnrgentis. sorrexit Christus spes mea, 

Chorus : pnecedet snos in Galilaea. 
Die nohis Maria^, [CTioTnis :] 

quid vidisti in via ? Credendnm e8t magis soli Mariee veraci 

Duo pueri Fmabia m. I :' quam JudaBorom tnrbsB fallaci ; 

Sepnlchnun Chriati viventis scimns ChrUtum surrexiflae 

et gloriam ridi reenrgentis, ex mortuis ver© ; 

angeUcos testes, *^ '^obis, victor rex, miserere. 

Of the second the introductory songs in the plays below, given as 
Milchsack's fourth group,* will serve as examples. Our considera- 
tion of these lyrics may well close with Hoffman's ' Ludus de Nocte 
Pasche,' which I give in full, as showing what parts in the transition 
the Latin and vernacular tongues held respectively in these plays.* 

iNcnrr ludus de nocte- pasche. 
Prima Maria cantat : 

Hen nobis intemas mentes^ 
qnanti pnlsant gemitns 
pro nostro consolatore, 
qno privantnr miseii, 
qnem cmdelis Indaeomm 
morti dedit popnlus. 
lam percnsso hen pastore 
oves errant misere, 
sic magistro discedente 
tnrbantnr discipnli 
atqne nos absente eo 
dolor tenet nimins. 
Sed eamns et ad eins 
properemns tnmnlnm. 
si dileximns viventem,'' 
diligamus et mortnnm 
et nngamns corpns eins 
oleo sanctissimo. 



1 Mone, p. fti. 

s Compare (p. 36) with the Victimaa Paschall Laudes of the York Missal. 

3 Almost all important MSS. of the liturgical drama are monastic MSS. (Les Myst^res, 
par L. Petit de JulleviUe, p. 21, roferriofr to M. L. Gautier). Consequently, in those 
monasteries where women were not permitted to enter, the Maries were represented by 
boys. 4 See p. 32. - Hoffmann, 2, 272. « See p. 33. t See pp. 24, 33. 

Thans. Conn. Acad., Vol. IX. October, 1892. 

3 
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Maria sIvmlI cantant Angelis : 

leBum Nazarentim omoifixum qnsBriiiiTiB. 

Tertia Maria dicit R : 

Wir B{^chen Jesum tmsem trdst, 
Der tins yon stinden hat erldet. 

Anffeli simul cantant : 
Non est hio qnem qnseritis, sed oito eonteB nonoiate discipolis eins et Petro 
quia snrrexit lesnB. 

Seeundus Angelus dicit R : 

Er enist niht hie, er ist flfentanden 
Und is z& Qalilea gegangen: 
Daz saget stnen jongem onde Petro, 
Darombe din ganze werlde sol wesen vrd. 

Et tune Angeli simul cantant : 
Yenite' et videte locum nbi positus erat dominns, allelaia alleltiial 
Sehet in daz gprap 
D& got selber in lac. 
Et ist tlf erstanden 
Und ist z& Galilea gegangen. 

Tunc MaricB recedendo simul cantant ;* 

Ad monomentnm yenimns gementes, 

angelos domini sedentes 

yidimas et dicentes 

qnia snrrexit lesns. 

Wir w&ren gegangen z& dem grabe, 

D& was der stein gehaben herabe. 

Dd sprachen zwdne engel kl&r 

GenzUchen ytlrw&r: 

lesns ist erstanden 

Von des tddes banden, 

Und sprftchen: saget Petro and den jnngem sin, 

Daz er yon dem tdde erstanden st. 

This drama continues with the incident of the Savior's appearing 
as the gardener* to Mary, and closes with the Victimae Paschali/ 

A most notable fusion of the Latin with the vernacular, in this 
case Proven9al, is given by Wright,* the 'Mysterium Fatuarum 
Virginum.' It is of the twelfth century probably, though judged 
by Raynouard to be of the eleventh. A comparison of the German 
and Proven9al plays will be profitable. Both begin in Latin. The 
important and stereotyped expressions in each are in Latin, and in 



1 See p. 37. ^ See p. 34. s See p. 3d. * See p. 36. 

• Wright, p. xill and p. 67. 
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legit, debit remanere in sola Alba : Similiter qni tertiam legit, faciat, excepto 
Abbate, qni debet legere in cappa. Tertinm yero Responsorinm cantent tres 
Cantores in cappis, qnorom dno incensent Altaie, nt snpra scriptnm est. 9 . Dum 
trcmsissenty quod poet Gloria Patri reincipiendnm est. Interim dno Sacerdotes 
86 cappis indnnnt summentes dno thnribnla, & hnmeraria in capita ponent, 
intrantes chomm, panlatim enntes versus sepnlchmm, voce mediocri cantantes, 
Quis revolvet nobis lapidem. Qnos Diaconns, qni debet esse retro sepnlchrom, 
interroget psaUendo, Quem qweritis, deinde illi, lesum Nazarenum. Qnibns 
Diaconns respondet, Non est hiCy mox incensent sepnlchmm,* & dicente Dia- 
cono, Ite, nuntiate, vertent se ad chomm remanentes super gradum, & cantent, 
Surrexit Dominus de sepulchre usque in finem. Finita antiphona Domnus 
Abbas incipiat Te Deum laudamus in medio ante Altare, moxque campansB 
sonentur in angularibus. Gum cantatur Per singulos dies sonentur omnia signa 
in chore. 

This was the service of the fourteenth century at St. Blasien in 
the Black Forest.* Martene* gives an Easter service in which the 
actors at the sepulchre are increased to four: 

Quorum unus alba indutus acsi ad aliud agendum ingrediatur, atque latenter 
sepulchri locum adeat : ibique, manu tenens palmam quietus sedeat. 

This one personates the angel, while the remaining three represent 
the three Maries. 

The twenty-eight published Plays of the Resurrection Milchsack 
has exploited so successfully as to leave little work for a successor. 
He divides them according to development into four groups, of which 
we will consider in a somewhat condensed^ form the first and fourth. 

To the first* class five plays are assigned — 

A. Einsiedeln play of the twelfth century; 

B. Paris play of the eleventh century; 

C. St. Martial, Limoges, of the eleventh century, forming an 
introduction to the Mysterium* Fatuarum Virginum; 

D. St. Blasien in Schwarzwalde, given above; 

E. Dunstanus, Concordia, published by Martene. 

These plays, omitting introductions, can be tabulated as follows:' 



1 Mone givcB p. 8, a cut of the three Maries censing the sepulchre and the angel ; the 
sketch he found at the beirinning of the Qood Friday choirsongs in a MS. at Karlsruhe. 

s Milchsack, p. 24, note.—Milchsack gives a full bibliography of the published Latin 
Uturffical plays. s Milchsack, p. 38. 

4 See p. 27. s Milchsack, p. 88. 
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as given above/ In E the people are invited' to come and see the 
place where the Lord was laid. The sepulchre is found to contain 
grave clothes, which are taken out and shown to the clergy, who 
forthwith sing " Surrexit," etc. The linen is laid upon the altar, 
and the Prior begins " Te deum laudamus." 

An examination of these plays seems to lead irresistibly to one of 
two conclusions; either they spring from a common source in the 
liturgy, or they are copies, with modifications, of one original. The 
three possible sources in the Gospels are:* — 



Matth. 28. 5-7. 

5. Bespondens antem 
angelns dixit nmlieribns 
Nolite tiznere yob: acio 
entm quod lenum gut cru- 
cifixus est qucaritis : 

6. Non eat hiCj surrexit 
entm sicut dixit: venite 
et Tidete loonm nbi posi- 
tns erat dominns. 

7. Et cito euntes dicite 
diseipulis eius quia sur- 
nxitj et eece prcecedit vos 
in Oalikeam: ibi emn 
Tidebitis. Ecoe piwdixi 
Tobis. 



Mark 16. 6-7. 

6. Qui [sc. angelns] dioit 
illis : Nolite expayesoere : 
lesum quasritis Naaare- 
num cruciftxum: surrexit f 
non est hie : ecce locnBnbi 
posnemnt etim. 

7. 8ed ite dicite disei- 
pulis eius et Petro quia 
prcecedit vos in Oaiilceam : 
ibi earn videbitiB, sicnt 
dixit vobis. 



Luke24.5-S. 

5. Gum timerent antem 
et deolinarent vnltnm in 
terram, dixemnt ad iUas : 
Quid quaritis viventem 
cum mortuis t 

6. -Yon est hie, sed sur- 
rexit: recordamini qnali- 
ter locntns est YobiB, cnm 
adhno in Qalileea esset. 

7. Dicenn qnia oportet 
filinm hominis tradi in 
manns hominnm pecca- 
tomm et cruoifigi et die 
tertia Tesnigere. 



The question now arises as to what part of the service contained 
the germ of these earliest dramas. Mone* believes that they sprang 
from the responses and antiphons, as the most dramatic portion of 
the liturgy; Wilken,' that they arose from the first part of the 
Victimae Paschali with the Responsorium belonging thereto, in- 
fluenced, however, by the Gospel text. Milchsack,' after a close 
analysis, bases all the plays upon Matthew and Mark. I do not 
know that it would betoken any unaccountable originality, if some 
priest, thoroughly familar with the Gospel passages and with the 
VictimaB Paschali with its introductory verse and response, should 
have borne all in mind while shaping the Easter drama. If, as 
Milchsack^ thinks, we have here actually the first step in the devel- 
opment of the drama, it is a sufficiently serious departure from the 
ritual to imply conscious authorship rather than the slow, uncon- 
scious modification of an existing custom; and this, as it seems to 



1 See p. ao. < See p. 27. s Milchsack, p. 30. « Mone 1, 5. 

• WUken, p. 68 ff. 6 Milchsack, p. 34. t Milchsack, p. 34. 
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EixiBiedeln, xiii century. 

IN RBSURRECnONB DOMINI. 



Ad visitandum dominicam sepulturam. 
UNA DB MXJLIERIBUS canUt sola : 

Hen nobis, intemas mentes^ 

qnanti pnlsant gemitns 

pro noetro consolatore, 

qno privamnr misers, 

qnem cmdelis ladaBomm 

morti dtidit popnlns. 

ALTEBA item sola : 
lam percnsso cen pastore, 
OTes errant misene : 
sic, magistro deoedente, 
tnrbantar discipnli, 
atqne nos, eo absente, 
dolor tenet nimins. 



MABIA MAODALSNA: 

Sed eamns et ad eins 
properemns tamnlnm ; 
si dilezimns viventem,* 
diligamns morhmm. 



Orltens, xiii century. 
Ad faciendam similitudinem dominici 
sepulchri primum procedant tres fra- 
TRBS, proeparati et vestiti in similitud- 
INEM TRIUM MARIARUM, pedetentim et, 
quasi tristes altemanteSf hos versus can- 
tantes: 

PRDf A earum dicat : 
Hen 1 pins pastor occidit, 
Qnem cnlpa nnlla inf ecit ! 
O res plangenda ! 

SECUNDA • 

Hen I vems pastor obiit, 
Qni vitam Sanctis contnlit ! 
O mors Ingenda I 

TERTIA : 

Hen ! neqnam gens Jndaica ! 
Qnam dira frendens vesania ! 
Plebs execranda ! 

prima: 
Cnr nece pinm impia 
Dampnasti Jhesnm invida ? 
O ira nef anda I 

SECUNDA : 

Qnid instns hie promemit 
Qnod cmcifigi debnit ? 
O gens dampnanda ! 

TERTIA : 

Hen, qnid agamns, misersB, 
Dnloi magistro orbatsB ? 

Hen! sors lacrymanda ! 

prima: 
Eamns ergo propere, 
Qnod solnm qnimns facere, 
Mente devota. 

SECUNDA : 

Condimentis aromatnm 
Ungamns corpns sanctissimnm ; 
Qno pretiosa. 

TERTIA : 

Nardi vetet commixtio, 
Ne pntrescat in tnmnlo 
Carobeata. 



i See p. 26. 



s See p. 24. 
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Einsiedeln, xiii century. 



Simul cantent [ac. mariae :] 

Qnifl reyolvet nobis lapidem 
ab ostio monumenti ?* 



Qnem vos quern [qnaeritis] 
flentes?^ 

MUUERBS : 

No8 Jhesnm Cbristnin ! 
Item ANOELUS: 



Orltens, AJu century. 
Cum autem venerint in chorum, eant eui 
monumentum quasi qucerentes et can- 
tentea omnes [sc. mariae] simul hune 
versum. Sed neqtiimiiB hoc patere sine 
adiatorio ; qnisnam saxnm hoc revolvet 
ab monumenti ostio ? 
Quibus respondeat anoelus, sedensfaris 
ad caput sepulchri, vestitus alba deau- 
rata, mitra tectus caput, etsi deinfu- 
latuSy palmam in sinistra, ramum 
candelarum plenum tenens in manic 
dextra, et dicat moderata et admodum 
gravi voce : 

Quem qusBritis in sepulohro, o 
christicoUe ? 

MTTLIERES: 

Jesum Nazarenum cmcifiizum, o 
CGBlicola ! 



Quibus respondeat anoelus : 
Quid, cbristicolsB, viventem qusBritis 
cum mortuis ? 
Non est hie vere ! Non est hie, sed surrexit, pwedixit ut 

discipulis. 
Mementote quid iam vobis locutus est 

GaUlaea, 
Quod Christum oportebat pati, atque 
die tertia 

Resurgere cum gloria. 

MULIERES revertentes cantent ad chorum:* mulieres conversa? ad populum content : 

Ad monumentum venimus gementes, Ad monumentum domini yenimus ge- 

angelum domini sedentem vidimus et mentes, angelum dei sedentem vidimus 

dicentem quia surrexit Jhesus. et dicentem quod surrexit a morte. 

Post hac MARIA MAODALENA, rclictis 

duabus aliiSy accedat ad sepulchrum, in 

quod saspe aspidens dicat : 

Heu I dolor ! heu 1 quam dira doloris an- 

gustia! 
Quod dilecti sum orbata magistri prse- 

sentia; 
Heu ! quis corpus tam dilectum sustulit 

e tumulo ? 

Deinde pergat velociter ad Hlos, qui in 
similitudine Petri et Johannis proestare 
debent erecti, stansque ante eos quasi 



I See p. 36. 



3 See p. 28. 



s See p. S7. 
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Einsiedeln, XTTT century. Orleans, xn| centiuy. 

tri8ti8y dicat [icaria maodalena :] 

Tnlemnt Domintun metmiy 
Et nesoio nbi posaenint enm, 
Et monamenttim yaontuu est inyentom, 
Et sodarhiin cum sindone repoBitnin. 
Illi autem^ hoc atuOentes^ perffant ad 
s^fmlcrum ac si currentes^ sed junior, 
aanctus lohanneSj perveniens stet extra 
sepulchrum; senior verOy sanctus P^trus, 
sequens eumy statim intrei; postquam 
et Johannes intret; cum inde exierint, 
lOHANNES dicat : 
Miranda sont, qnsB yidimiiB ! 
An fnrtim sablatos est dominns. 

Cui FBTBUS : 

Imo, at pnedizit yiyns, 
Sorrexit, credo, Dominns. 

lOHANNSS : 

Sed onr liqnit in sepnlcro 
Sudarinm com linteo f 

PETRUS : 

Ista, qnia resnrgenti 
Non erant necessaria, 
Imo resnrrectionis 
Bestant hsec indicia. 
Illis autem abeuntilmSy accedat maria 
ad sepuUsrum et prius dicat : 
Heal dolor! heal qoam dira doloris 

aagostia ! 
Qnod dilecti som orbata magistri prse- 

sentia! 
Hen ! Qois corpus tarn dilectnm snstolit 

e tnmolo ? 
Quam alloquantur duo anoeu, sedentes 
infra sepulcrum, dicentes : 
Holier, qnid ploras ? 

MARIA: 

Quia tolerant dozninom meom, 
Et nescio obi posoerant eom. 

ANOELUS : 

Noli flere, Maria; resorrexit dominns. 
Alleloial 

MARIA: 

Ardens est cor meom desiderio 
Videre dominom meom ; 
Qosero et non invenio 
Ubi posaeront eom. 
Alleloial 
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Bmaiedelxiy XTTT century. 
DOMnrro ab ea paulolum diveriens dioat : 

Noli me tangere ; nondnm enim asoendi 
ad Patrem metim. Alleluia ! Alleluia ! 

DOMINICA PEBSONA stans catitet : 
Prima qnidem snffragia 
stola tolit camalia, 
exhibendo communia 
ae per natorsB munia. 

MAHIA adorans in terra cantet: 
Sancte dens ! 

DOMINICA PEBSONA : 

Hsec (est) priori disBimilis, 

haec eat incormptibilis, 

qnse dnm fnit passibilis, 

iam non erit solabilis. 

MABIA eodem modo quo primus : 

Sancte fortis. 
DOMINUS iterum ibidem stans dicat : 

Ebrgo noli me tangere, 

nee ultra velis plangere, 

quern mox in puro sidere 

cemes ad patrem scandere. 
MARIA, ut supra : 
Sancte immortalis, miserere nobis ! 
Item DOMINUS ad earn : 

Nunc ignaros huius rei 

fratres certos reddes mei : 

Oalilaeam, die, ut eant, 

et me viventem videant. 



OrUans, XTTT century. 
At ILLS subtrahat se, et quasi tactum 

eius devitanSy dicat : 
Noli me tangere : nondum enim ascend! 
ad Patrem meum et Patrem vestrum, 
Dominum meum et Dominum vestrum. 



Sic discedat hortulanus, 

conversa ad populum dicat : 
Congratulamini michi omnes qui dili- 
gitis Dominum, quia quern quaerebam 
apparuit michi et, dum fierem ad monu- 
mentum, vidi Dominum meum. Alleluia! 
Tunc DUO ANGELi exeant ad ostium 
sepulchri, ita ut appareant foriSy et 
dicant : 

Venite* et videte locum, ubi positus erat 
dominus. Alleluia ! 
Nolite timere vos ; 
Vnltum tristem iam mutate, 
lesum vivum nuntiate, 
Galilaeam iam adite, 
Si placet videre, festinate. 
Cito euntes dicite discipulis, quod Sur- 
rexit Dominus. Alleluia 1 



1 See p. 37. 
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CHORUS nd earn : 
Dio nobis, Maria, [qnid vidisti in via 9] 

IPSA <id cfuyrum : 
Sepolchmm Christi cum r. [sc. yiyentis 
et gloriam vidi Tesorgentis ;^ 
AngelicoB testes, sadariom et vestes ; 
Snrrezit Christns spes mea, 
prsBoedet snos in Galilffia.] 

CHORUS : 

Credendom est [magis soli Mari» veraoi, 
qnam ladseomm tnrbse fallaci.] 
Soimns, Christom [sorrezisse a mortnis 

vere; 
ta nobis, victor rex, miserere !] 

Item CHORUS : 
Cnrrebant duo simnl [et ille alios disci- 
pnlns prsecacnrrit citins Petro et renit 
primus ad monumentum]. 

Interea cum mulieribus pbtrus et 

lOHANNES currantf et Johannes proB- 

currens expectet Petrum, et nichil inven- HocfactOy expandant [»c. muueresJ sin- 

ientes revertantur melodiam cantantes : doriem, dicentes ad plehem : 

Ergo die ista exultemus, [qua nobis Cemite vos, socii, sunt corporis ista 

viam YitflB resurgens patefecit Jesus]. beati 

Astra, solum, mare [iocundentur et Linea, quse vacuo iacuere relicta sepul- 

cuncti gratulentur in coelis. Spiritales cro. 

chori trinitati]. 

Postea ponant sindonem super altare^ 
atque revertentes altement hos venms. 

PRIMA [SC. MARIA MAGDALENa] dtCOt I 

Besurrexit hodie Deus Deorum I 

SECUNDA [MARIA JACOBi] : 

Frustra signas lapidem, plebs Indse- 
omm. 

TERTIA [MARIA SALOME] : 

lungere iam populo christianomm. 

Item PRIMA [maria magdalena] diccU : 
Besurrexit hodie rex angelomm. 



1 See p. 25. 
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Binnedeln, XTTT century. 



CHORUS alia voce: 
Te Denm landamiiB ! 



Orleans, XTTT century. 

BBCUNDA [ifARIA JACOBi] : 

Dnoitur de tenebriB tnrba piomm. 

TERTIA [MARIA SALOMS] : 

Beserator aditos regni ccBloram ! 

Interea iSy qui ante fuit Horiulanus, 
in similiiudinem Domini veniat dalmat- 
icatus Candida dalmatica, Candida in- 
ftUa infulatuSy phylacieria pretiosa in 
capiie, crucem cam labaro in dextra^ 
textum auro paratorium in sinistra 
habenSf et dicat inulieribtis : 
Nolito timere vob : ito, nimciate fratri- 
bns meis, ut eant in Qalilasam : ibi me 
yidebnnt, Bicat pnedizi eis. 

CHORUS : 

Alleluia, resorrexit hodie dominns I 

Quo flnitOj dicant omnes [marubJ 

insimul : 

Leo f ortis, Christna, filios dei ! 

Et CHORUS dicat : 
Te Denm laudamns ! 



We note the following extensions in £ and O, as shown by com- 
parison with Group I : 



b. 

c. 

d. 
e. 
f. 
g- 



The song during the progress to the tomb. A song, but of very 
different character, introduces A only in Group I. 

Situation of replying angel in O, "foris ad caput sepulchri,'" 
while in D, Group 1, " debet esse retro sepulchrum." 

In O, "Why do you seek the living among the dead?" — an 
extension from Luke 24. 6. 

In O, the lines beginning, " Mementote," etc. 

In E and O, the short song of the women. 

In O, the episode of Mary Magdalene's lamentation. 

In O, the running of Peter and John, their entering the tomb, 
and the discussion of the meaning of their discovery. Note 
that the running in £ is out of place and lacks dramatic 
motive. 



iThe position is siflrniflcant. In Mont St. Michel it is * super altare ;* in Rouen, 'ante 
sepulchrum ;* in Sens, * Puor, in vestitu anf^ellco sedens super pulpitum a cornu altaris 
sinistro.* Therefore In these French plays is recorded the appearance of a stage or 
platform for the church play. 
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finding its way. The introductory song is the same, but extended 
in I, and repeated in part in the vulgar tongue. The two angels 
who greet the Maries in I are evidently an innovation to render it 
possible for one to sing in German the substance of the Latin pre- 
viously sung by the two. 

Furthermore, we note that E and 1 agree in omitting f, g, i, and 
1, of O. The divergence of the German plays from the French has 
evidently taken place, and we have followed the course of the Burial 
and Resurrection group until we have found the plays on an inde- 
pendent footing, shaping themselves in accordance with the national 
spirit, and admitting largely the language of the people. We will 
now turn to our second group, the plays that cluster about the 
infancy of Jesus. 



VIII. 
THE GENESIS OF CHRISTMAS. 

The development of the Christmas plays is so directly dependent 
upon the genesis of Christmas itself that we must glance once more 
at the customs of the early church. 

The Syrian Gnostics of the third century celebrated the union of 
God and man as taking place in Jesus at His baptism, which they 
placed on Jan. 6th.* The orthodox adopted this as the feast of bap- 
tism, or of the first appearance of the Godhead in man. St. 
Chrysostom mentions it in the fourth century as an ancient feast in 
Asia of the manifestation of Christ.' This feast was celebrated in 
Vienna in 360 A. D., and passed into the western church as Christ's 
manifestation of Himself to the heathen world. 

The Feast of the Nativity on Dec. 26th was established in Rome 
.ifter 350 A. D. by Bishop Liberius,' and in the Fast not earlier than 
376 A. D., since Chrysostom said in 386 A. D. that the feast had 
been known less than ten years. Whether, as Ncander thinks, the 
feast was established in accordance with some apocryphal authority, 
or, as many think, to supply a counter-attraction to the Roman 
Saturnalia, may not be susceptible of proof. In any case it became 
heir to the customs of the Saturnalia, and continued them in 
unbroken tradition. 

In pagan Rome the Saturnalia, because of the confusion arising 
from the adoption of the Julian calendar, was extended by Augustus 



1 Wllken, p. 1. « Neander, vol. 3, p. 415. » Neander. vol. 3c p. 416. 

Trans. Conn. Acad.. Vol. IX. October, 1892. 
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appear, transported to the colonies in France. At any rate the 
religious festivities of the holiday season in the Roman church were 
so closely copied in France as to argue a similar preparation through 
the existing customs of the people. The rural unformed comedy, 
continuing among the people simultaneously with these ecclesiastical 
festivities, naturally drew nearer to them as they became more 
dramatic in character, and imparted to them color and license 
wherever entrance could be obtained. This was the easier to accom- 
plish, since both were the expression of joy and gaiety. 

It becomes, therefore, less strange that the feast of St. Stephen, 
which was under the charge of the young deacons, or the Day of 
the Holy Innocents, which belonged to the choir boys, should more 
and more incline to the buffoonery of the holiday time until it 
became the reproach of the church. That these and the custom of 
the Boy Bishop and the Feast of the Ass were originally devotional 
in character, and that their degeneration took place through outside 
influences and in spite of the church, are easy to prove. In the 
Limoges ritual we find the Feast of the Innocents in the days of its 
innocence, and the Boy Bishop, when he first appears in the thir- 
teenth century Freising play of the Nativity,* is a very proper 
person. 

The course of development of the Feast of the Ass demonstrates 
from another side the intimate connection of all Mystery plays with 
the church services, and the impossibility of attributing the rise of 
every play to any one portion of the service. In the Middle Ages a 
reputed sermon of St. Augustine formed one of the lessons of 
Christmas.* It was not delivered as a sermon, but declaimed as a 
species of dramatic chant, and was very popular. It cited all the 
Old Testament witnesses to the coming of Christ, together with 
Virgil, the Sibyl, and such others as were believed to have foretold 
the Savior's advent. It was highly dramatic in form, summoning each 
witness to give his testimony ; thus it was but a step forward when 
persons differently habited gave the responses. This literary idea 
found epic expression in the Old English Elene* as early as the ninth 
century, and dramatic form in The Prophets of Christ of the twelfth 
century, as appended to the Drama of the Foolish Virgins in the 



inyenl ; quamquam in ea opinione simy nunquam ita excidisse veterum Latinonim His- 
trionlcam Artcm, ut abollta proreus f uerit apud Italoe ejus memoria atque usus. .... 

Arbltror etlam, allquid Inconditae ComoedisB semper f uiase Itaiis Muratoii Anil- 

qultates, vol. 2, col. 847. 

d. Jullevllle, les ComMiens en France au Moyen Age. p. 17. 

I JuUeville, vol. 1, p. 42. « JullevlUe, vol. 1, p, 86. « Cynewuirs Elene, 1. 387 ff. 
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IX. 
THE GBOWTH OF THE CHRISTMAS CYCLE. 

We will now consider, but briefly, since the process of develop- 
ment is similar to that of the Resurrection plays, the growth of the 
dramas of the star or Magi, and that of the shepherds, within the 
liturgy of the church itself. 

In the tirst place we note that the signs of their presence are even 
less evident in the York Missal than were those of the Resurrection 
Plays. In the service for Epiphany, in the Sequence for the second 
day, appears the following : 

Thnre Denm prsBdioant, anro regem magnum, hominem mortalem myrrha. 
In somnis hos monet angelns, ne redeant ad regem commotum propter regna. 
Pavebat etenim nimimn regem natnm, verens amittere regni jura. 

For the third day : 

Magi sibi stella micante prsBvia pergnnt alacres itinera patriam quae eos dncebant 

ad propriam ; linqnentes Herodis mandata. 
Qni peronssos corde nimia pras ira extemplo mandat infantium agmina inqtiiri 

Bethlehem per confinia, et mox priyari eos vita.^ 

These cannot, perhaps, be considered sure traces of the drama, 
but in the rubrics of MS. D. for Christmas occur these significant 
words, which are not found elsewhere in the Missal : 

Ad Missam in Gallicantn : — 

Paratns interim festive Decanns vel PrsBcentor sen aliqtiis de majoribns personis 
procedat ad Altare cum suis Ministris etiam festive indntis. Pemctisqw 
ibidem omnibus quae juxta morem dicenda vel facienda sunty incipiat Executor 
officii ad Altare Gloria in excelsis com nota de ^ngelis.' 

In die Nativitatis Domini. Ad Magnam Missam. Interim PrsBlatos vel Decanns 
sive nnns de majoribns dignitatibns cum suis Ministris exeat ad Altare. Et 
peractis omnibus ibidem^ qu» peragenda sunt, incipiat Sacerdos orationem.' 

These comprise, I think, all the passages in the York Missal that 
have any bearing upon the plays. 

We have no means of determining how elaborate these dramas 
were to which the York Missal refers. As they were kept out of the 
Missal itself, it is probable that they were re-written, expanded, or 
otherwise changed, as the fancy of succeeding generations of 
monks might suggest. 

Of the continental plays several specimens are extant, and the 
literary relations in the Catholic church were, at that time, so close 
throughout the West, that the plays of one cathedral church did not 



I York Missal, p. 32. a York Missal, p. U. s York Missal, p. 18. 
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differ essentially from those of another. That we may see, how- 
ever, what this difference was, as well as learn something of the 
character of the plays themselves, I give three extended plays 
which include the Office of the Shepherds and that of the Magi. 

Of these plays, the first, the Rouen Play, still held its place in the 
service, and was, therefore, acted as two plays, the Office of the 
Shepherds falling on Christmas day, and that of the Magi on Epi- 
phany (Jan. 6th). The third, the Orleans Play, had passed out of 
the church, and was played " ad januas monasterii." It shows a 
fusion of the two plays, as does also that of Freising. The play is 
no longer a part of the church service ; therefore there is no proces- 
sion, as in the Rouen Play. The excision of the procession 
suggested a use for the separate play of the Magi ; it was inserted 
in the place of the procession. 

The Orleans Play affords us a view of a first step in cyclic for- 
mation. But this method of insertion could find hut a limited field 
of operation, since the earliest plays did not dramatize some world- 
epic, thus affording a framework for numherless insertions, but were 
illustrative of some single motive contained in the liturgy. 

How the Resurrection Cycle was joined to the Christmas Cycle, 
and how the resulting cycle of Christ's life was, through the aid of 
the prophecies, extended back to the creation of the world, will be 
considered in the following chapters. 

Our concern, at present, is with the methods employed for com- 
bining the Play of the Shepherds with that of the Magi, L e., with 
the formation of the Christmas Cycle itself. Here the Freising Play 
is of value as illustrating the uniform tradition throughout the 
churches, for it is certain that the Freising is not immediately 
derived from the Orleans, nor the Orleans from the Freising. 
Neither was the Freising play formed from the Rouen, though 
possibly the Orleans play may have been. 

These positions are supported by many proofs. The most evi- 
dent, as regards the Freising, is the absence of the Adoration by the 
Shepherds. This shepherd episode in F would seem to point to an 
early liturgical form for model. The angel makes the announce- 
ment ; the shepherds say. Let us go ; the Magi meet them returning, 
and they announce that they have seen the child. The dramatic 
situation involved in the adoration is entirely omitted. This is the 
case also in the Nantes and Laon rituals. 

Elsewhere in the development of dramatic incident, F, R and O 
do not agree. In the first recognition of the star F agrees with R, 
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and gives a more dramatic form than that of O, since in O the Third 
Magus is silent. This is one point in evidence that O, if derived 
from R, must be derived from an older form of R. The kiss of 
peace is found in O alone. The Herod episodes in F and O show 
such striking agreement in parts as to preclude the supposition of 
absolutely independent construction ; still there are such transposi- 
tions and developments of detail as render it equally incredible that 
either was taken directly from the other. 

It would carry me too far from the direct course of this investiga- 
tion %o trace these developments to their sources, if, indeed, it 
would prove possible with the material extant. It may be profitable 
to state briefly the characteristics here presented, and leave it for 
others to modify the statements through comparison with other plays.' 

1. The Herod play in F and in O is developed from a common 
original. 

2. The Herod play was introduced to supersede the procession, 
possibly because the play was taken out of the service in obedience 
to some reforming impulse, and played, like the Orleans play, ^^ ad 
januas monasterii." 

3. Herod has already his conventional anger and brusqueness, but 
not his later bombast. 

4. The son's part is defined in O, and the action of the scribes in 
both F and O. 

5. F plainly points to the succeeding play of the Slaughter of the 
Innocents, yet strangely enough puts into the mouth of the soldier 
in " Discerne, domine," the words of the Interf ectio Puerorum of the 
Orleans MS. instead of those of the Ordo Rachelis, though the Ordo 
Rachelis appears to belong to the same section as F. 

6. The King uses in all three plays, viz : F, Interf ectio Puerorum, 
and Ordo Rachelis, the much-mentioned Sallust tag, ^'Incendium 
meum ruina extinguam." 

Many minor points of interest will be briefly indicated in the 
notes accompanying the plays. I cannot refrain, in passing, from 
the remark that an investigation confined to the steps of develop- 
ment and relationship among the early plays of the Christmas time 
would probably yield rich results, if all the extant material were at 
command. 



1 Important agrreements with F and O are shown by a play upon the same subject in 
Carmina Burana, Stuttgart, 1847 ; cp. Weinhold, p. 57. 
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Bouen,^ XIV Centuxy. Freising,* X Century. 

Finito Te Beam laudamos, pera^atur 
Officinm Pafitonun hoc modo secundum 
Rothomagensem usum, Prcesepe sit po- 
ratum retro altare, et imago S. Marice Ascendant Rxx et sedeat in solio,* au- 

sit in eo posita. In primis quidam diai sententiam^ qutrat 

PUSR ante chorum in excelso in simili- consiliumy exeat edictum ut pereanl 

tudinem Angeli Nativitatem Domini continuo qui detrahunt ejus imperio. 

annuntians ad quinque Canonicos quin- 

decim marcharum et librarumj vel ad 

eorum vicarios de seeunda sede, pas- 

T0BE8 intranteSy per magnum ostium 

chori, per medium chorum transeunteSy 

tunicis et amictis indutos, hunc versum 

ita dicens : angelus* inquit imprimis: 

Nolite timere, ecce enim evangelizo 

vobis gandimn magnum quod erit omui PastoreBi annuntio vobis gaudium mag- 

populo, quia natufl est vobis hodie Sal- num. 

vator, qui est Christus Domini, in civi- 

tate David. Et hoc vobis signum : pastores: 

invenietis infantem pannis involutum, Transeamus Bethleem ut videamus hoc 

et positum in pnesepio. verbum. 

Sint PLURBS PUERi* in voltis EcclesicBy 

quasi Angeli, qui alta voce ineipiant : anoblus : 

Gloria in excelsis Deo, et in terra pax GHoria in excelsis Deo, et in terra pax 

hominibus bonse voluntatis. hominibus bone voluntatis. 

HoBC audientes pastores, ad locum in 
quo paratum est prcesepe, accedant can- 
tantes hunc versum : 

Pax in terris,* etc. 



Quod dum intraverinty duo presbytbri* 
dalm4iticati de majori sedCy quasi ob- 
stetriceSy qui ad prcesepe fuerinty dicant : 
Quem quieritis in praBsepe, pastores! 
Dicite. 

pastores" respondeant: 
Salvatorem Christum Dominum ; 
Infantem pannis involutum, 
Secundum sermonem angelioum. 
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Orleans,* XII Century. 

HXRODBS, SITE MAGOBUM ADORATIO. 

Incipit ordo ad reprcesentandum Her- 

odem. 

Parato Herode et cceteris peraonis,* tunc 

QUIDAM ANOELU8 cum multittidine in 

excelsis appareat 



iFrom Du Canffe -Pcwtorum Oj^Usium— 
amplified from Weinhold and Du M^ril. 
s From Weinhold and Du M6ril. 

3 From Wright, p. 23. 

4 See discuflsion of manner of presenta- 
tion. 

» In many places illegible. 



Quo viso PA8T0RES ptrterritiy salutem 
annunciet eis, de cceteris adhuc Utcen- 
tibus: 

Nolite timere yob^ ecce enim envange- 
lizo Yobis gaadimu magnum, quod erit 
-omni popnlo, qnia natus nobis hodie 
Salvator Mondi, in civitate David, et 
hoc Yobis signom : invenietis infantem 
pannis involatnm et positnm in prse- 
sepio, in medio dnnm animalinm. 

Et subito OMNis MULTITUDO* cum An- 
gelo dicat: 

Gloria in excelsis Deo, et in terra pax 
hominibtis bonse volnntatis. Alleltiia ! 
Alleluia! 

Tunc demum surgentes content intra se : 
Transeamns, etc., et sic procedant 
tisqi^ ad prmsepej"* quod ad januas 
monasterii paratum erit: 
Transeamns nsqne Bethleem, at videa- 
muB hoc Yerbom quod f aotnm est, qnod 
fecit Dominos et ostendit nobis. 



• The original actors were boys, as per R. 



7 In O, cradle at the monastery gate ; in 
R, behind the altar. 

• The five stanzas are given by Du MMl, 
p. 146. 



Tune pUiB mulixres^ custodientes pnje- 
sepe interrogent pastores, dicentes: 

Qaem qmeritis, pastores, dicite ? 



9 Presbjrters personated women. At Nan- 
tes the Cantor asks the question ; at Laon 
the Cantor and Suboantor. 



pastores'^ respondeant: 
Salvatorem Christnm dominnm ; 
Infantum pannis involatnm, 
Secandam sermonem angelicam. 



10 Priests at Laon, boys at Nantes, who 
use the words in which the shepherds reply 
to the Magi in F. The adoration is omitted 
at Laon and Nantes. 
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Bouen, XIV Centiuy . Freising, X Century. 

Item OBSTETBIGE8 cortinam aperienUs, 
Puerum. demonstrenty dicentes: 
Adest hie pamilns cum Maria matre 
soa, de qua dadum vatioinando Isaias 
dixerat propheta. 

Hie ostendant matrem} pueriy dicentes : 
Ecoe Virgo concipiet et pariet filium, 
et ntinc euntes dicite quia natoa est. 
TSinCf eo viso, inclinatis cervicibus odor- 
ent Fuerumy et salutentj dicentes : 
Salve Virgo* singolaris,* etc. 
Deinde vertant se ad ctiorum redeuntes, 
et dicentes :* 

Alleluia, Alleluia, jam Tere scimns 
Christum natnm in terris: de quo 
canite omnes, cum Propheta dicentes. 
Hoc finite y incipiatur Missay* et pas- 
tores regant chorum. Dam, Archie- 
piscopuSf si prcesens fueritj cantet Mis- 
sam. 

This ends the Ronen Pastorum Offl- 
cium for Christmas. 

Offlcium Regum Trium, secunduin usum. 
Rotomag. Die EptphanicBy Tertia can- 
tata, tres de majariy sede more Regum 
indutif et debent esse scripti in tabula. 
Ex tribus partibus ante altare conven- 
iant cum suis famulis portantibus Re- 
gum oblationesy induti tunicis et ajnictis. 
Et debent esse de secunda sede scripti in 
tabula ad placitum scriptoris. Ex tri- 
bus Regibus medius ab oriente venienSy 

stellam, cum, Iniculo ostendens, dicat alte : maous primus : 

Stella fnlgore nimio rutilat. gtella ftdgore nimio ratilat. 

SECUNDUS REX a dextra parte respondeat: secundus : 

Quae Regem Regnm natam demonstrat. Q^ie regem regum natnm monstrat. 

terthts rex a sinistra parte dicat : tertius : 

Qnem venturum olim prophetisB signa- Quem venturum olim prophetic signa- 
verant. verant. 
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Orleans, XII Century. 

MXTUERES: 

Adest parvnlns, cum Maria matre ejus, 
de qao dadmn Yatioinando Ysaias pro- 
pheta dixerat : Ecce virgo concipiet et 
pariet filiam. 



1 The image of Mary, a special develop* 
ment of R. 



, Tune PASTORES procedentes adorent in- 
fantem dicentes : 
Salve rex saDcnlorom ! 

Postea surgentea invitent populum, cir- 
eumstanieSy ad adorandum infanteniy 
dicentes turbis vicinis :' 
Venite, venite, adoremns Dominnm, 
qma ipse est Salvator neater. 



s Note the greater prominence given to 
the Virgin in R. 

» The two stanzas are given by Du M^ril^ 
p. 160. 

* Note that the closing of R at this point 
leads to an important variation. 

• These words prove that the OflSoe of 
the Shepherds immediately preceded the 
Mass of the Day, for which the Introit was 
Isaiah 9. 6.— Du M^ril, p. IfiO. 



Interim maffi, prodeuntea^ quiaque de 
angulo auOj quasi de regions su^j can- 
veniant ante altarSy vel ad ortum atelUXy 
et dum apprapinquant primus dicat : 
Stella fnlgore niinis ratilat. 

SECUNDU8 : 

Qnem ventunun dim propheta signa- 

verat. 

Tunc atantea coUateralea^ dicat dexter 

ad medium: Pax tibi frater; et ills 

respondeat : Pax quoqne tibi ; et oacu- 

lentur aeae : sic mediua ad siniatrumj sic 

sinister ad dextrum. Salutatio cuique, 

DEXTER ad medium : 
Pax tibi, frater ! 



* In O, the people are watching the cra- 
dle when the Magi enter unobserved. The 
Limoges ritual introduces them with porap. 
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Tunc MAOI ante cUtare sese osculentuVj 

et simul cantent : simul cantent : 

£^mti8^ 6^0, et inquiramns enm, offer- EamiiB' ergo et inqniramits etim, offer- 
entes ei manera ; anrum, thas, et entes ei munera ; aamm, thuB, et 
mirrham. mirram. 

Hoc finitOy CANTOR incipiai Responso- 
rium : 
Magi veniunt,* etc. 

Et moveat processio.* 
Versus: 

Cmn nattis esset JestiB in Bethleem Dicite' nobis, O Hieroeolymitani cives, 
Jndse, in diebns Herodis regis, ecce abi est exspectatio gentium, noviter 
Magi ab Oriente veneront Jero8ol3rniam, natos rex Jadeoram, qnem signis celes- 
dicentes : Ubi est qui natos est ? Cajus tibns agnitnm yenimos adorare ¥ 
stellam yidimns, et venimns adorare 
Dominum. 
Seqimtur aliud Responsoriumy si nec- 

esse fuerit : 
Interrogabat Magos,^ etc. 

iNTERNUNCius* currens : 
Salve, rex Jadeomm ! 

rex: 
Qnid mmoris affers I 

INTERNUNCIUS :* 

Assnnt nobis, domine, tres viri ignoti 
Processio in Tiavi Ecclesice constitutay ab oriente venientes, noviter natnm 
slationem faciat. regem quendam qnerentes. 

rex: 
Qne sit causa vere, jamjam citus, im- 
pero, quere. 

INTERNUNCIUS od Mogos : 
Que rerum novitas aut que vos"^ causa 

subegit 
Ignotas temptare vias? quo tenditis 

ergo? 
Quod genus ? unde domo ? pacemne hnc 

fertis an arma ? 

MAOI : 

Chaldei sumus, pacem ferimus, 
Regem regum querimus. 
Quern uatum esse stella indicat 
Que fulgore ceteris clarior rutilat. 
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Responsio gujusqux : 
Pax quoqae tibi ! 
TSine astendant sibi mutuo [steUam] : 
Ecce Stella 1 eoce stella ! eoce stella ! 
Procedente autem sMla, sequentur ipsi 
prcecedentem stellam dieentes : 

ElamnB^ ergo et inquiiamns earn, offer- ^ Also at Limoges. 
enteB ei munera, annun, thns, et myr- 
rham, quia soripttuu didicimos : Ador- 
abnnt enm omnes reges, omnes gentes 
eervient ei. 

Venientes ad ostium chori, interrogent 
astantes: 

Dicite* nobis, O lerosolimitani civee, • oiven in full by Du M6riU p. 164. 

nbi est expectatio gentium, nbi est qui * F and O insert Herod episode* R the 

natns est rex JndfiBorum, qnem signis Procession. At Limoges the ma^l lay down 



coelestibos agnitnm venimas adorare I 



their presents and go to the offering. 



Quibu8 visiSj Herodes mittat ad eos 4 Given by Du M6ril, p. 164. 

ARMIOERUM, qui dicat : . > F informs the king by a messenger of 

Qn» reram novitas ant qu» vos causa the approach of the magi; O allows Herod 

-^. to perceive it for himself. 

"^^^ • Authors seem to disagree as to position 

Ignotas temptare vlas ? quo tenditis of this. Probably the position in O is the 

ergo ? original one. 

Quod genus? unde domo! pacemne 
hue f ertis an anna ? 



t Lines illegible, partly supplied from O. 
MAGI : 

Chaldaei sumus ; pacem f erimus ; 
Regem regum quaerimus, 
Quern natum esse stella indicat, 
QusB fulgore caeteris clarior rutilat. 
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INTBRNXTNCIUS od regem : 
Vive rex in aBtemnm : 

rex:* 
Qnid . . . habesque . . . nnnti 
vives. 



INTERNTNTIUS : 

Rex mir . . . regis . . . 

. . . voceinuB ut eorum sermones an . . . 

iNTERNUNnus od Mogos : 
Regia vos maudata vocant, non segniter 
ite. 

ad regem : 
En Magi veninnt et regem regnm natnm, 
Stella dnce, reqnirunt. 
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Orltons, XII Century. 
ABMIOBR reversus salutat regem ; flexo 

genu dicai : 
Vivat rex in SBtemom I i The normal form of this episode prob- 

HEBODB8* ably differs from both of these. The num- 

ber of actors appears to have confused the 
Salvet te gratia mea I authors. 

ABUIOEB : 

Adsnnt nobiB, Domine, tree yiri ignoti, 
ab oriente vementes, noynin natnm 
qnemdam regem quaBritantes. 

Tune mittat herodes oratores vel inter- 

pretes suos ad magos, dicens : 

LaBti inqoisitoreB, qui sunt inqnirite 

reges, 
Affore qnoB noetris jam fama revolyit 

in oris. 

INTERPRETES od MogOS .' 

Principis edictu, reges, praescire veni- 

mns 
Quo sit profectus hie vester et unde 

prof ectus ? 

MAGI : 

Regem qaaesitnin, dnce stella signifi- 

catnm, 
Monere proviso, properamus enm ven- 

erando. 
ORATORES, reversi ad Herodem : 
Reges sunt Arabnm ; cum trino munere 

natum 
Quserunt infantem, quem monstrant 

sidera regem. 
HERODES, mittens Armigerum pro 
Magis: 
Ante venire jube, quo possim singula 

scire, 
Qui sunt? cur venianti quo nos ru- 

more requirant ? 

ARMIQER: 

Quo mandas citius, rex inclite, profi- 

cietur. 

ARMIOER ad MagoB : 
Regia vos mandata vocant, non segniter 

ite. 
ARMIOER, adducens Magos ad Herodem : 
En Magi veniunt, et regem natum, 
Stella duce, requirunt. 

Trans. Conn. Acap., Vol. IX. October, 1802. 

5 
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signo didicistiB 7 

Respondeant: 

ninm natom esse didicimus in oriente ; 

Stella monstrayit. 

rex: 

Ex quo ilium regnare creditis, dicite 

nobis. 

Nunc respondeant : 

Hunc regnare fatentes, cum mysticiB 

muneribus 

de terra longinqua* adorare venimus. 

PRIMUS :^ 

Auro regem. 

SKCUNDUS : 

Thure deum. 

TERTins : 
Mirra mortalem. 



REX ad miHtes : 
Yos mei sinistri, accite disertos pagina 
Bcribas prophetica. 
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HKBODES, ad Mctgos : 
Qoffi sit oanaa vise f qTii tob f vel nnde 

venitds ? 
Dicite. 

MAOI : 

Rex est cartsa yise; reges somtiB ex 

Arabitis; 
Hue qoaBrimas Begem regnantibus im- 

peritantem, 
Qaem natnm mundo lactat Jodaica 

Virgo. 

HERODBS : 

Regem qnem quaBritis natom esse quo 
signo didicistis ? 



MAOI : 

lUmn regnare fatentes. 
Com mysticis maneribtis 
De terra longinqna adorare venimtiB 
Temtim Demn venerantes tribus cum 
mnneribns. 

Tunc ostendant munera ; PRDfus^ dicat : ^ -A.t Limoges eriven in song with action 
Anro reeem. while advancing through the choir, before 

the star has been seen. 

8ECXJNDU8 : 

Thure Deum. 

TEBTIUS : 

Myrrha mortalem. 

Tunc HEBODES xmperat sinistris qui cum 
eo sedent in habitu juvenUiy ut addu- 
cant Scribasquiin diversario parati sunt 
barbati : 

Yos, mei sinistri, 

Legisperitos ascite, 

Ut discant in prophetis 

Quod sentiant ex his. 
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MILES ad scribas : 
VoB legis ^riti,^ 
ad regem vocati, 
cnm prophetamm libris 
properando venite. 

REX, ad scribas : 
O V08 scribe, 
interrogati dicite, 
si quid de hoc puero 
scripttim habetis in libro. 



Respondeant scribe : 
Vidimus domine in prophetamm libris, 
nasci Christum in Bethlehem civitate, 
David propheta sic vaticinante. 

Antiphona Bethlehem, 

REX^ ad scribas : 
. . . finem speotat pradentia rerum ? 
Vadite cum vestris . . . estis ! 
et projiciat librum. 



REX ad pt'oceres : 
Consilium nobis, Proceres, date laudis, 
honoris 

ARMIOER^ ad regem : 
Audi que facias, rex, audi pauca sed 

apta ! mox des dona Magis, ne 

morari, ut noviter nato quern quenmt 
rege reperi», rex, per te redeant ut te 
ipse scias quod adores. 

REX ad armigerum : 
Abduc extemos citius, vasalle, tyrannoa. 

ARMIOER ad magos: 
Regia vos mandata vocant. 
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Orltons, XII Century. 

siNisTRi ad ScribaSy et adducant eos 
cum, libris prophetarum : 
Vo8, legisperiti,* 
Ad regem vocati, 
Cam prophetarum libris 
Properando venite. 

Postea HSRODES interroget ScribaSy 
dicens: 
O V08, soribie, 
Interrogati dicite, 
Si quid de hoc pnero 
Scriptnm videritis In libro. 
Tunc scBiBiB diu revolvant librumy et 
tandem inventa quasi prophetical dicant: 
VidimoS) Domine, etc., et ostendentes 
cum digitoregiincredulo tradant librum : 
VidimuB, Domine, in prophetarom 
Lineis, nasci Christum 
In Bethleem Jndte civitate, 
David propheta sic vatioinante. 

Chorus. Bethleem non est minima, etc. 
Tunc HERODSS,' visa prophetica, furore 
arcensuSj projiciat librum; et fhius 
ejusj audita tumultUj procedat pacifica- 
turus patremy et stans salutet eum : 

Salve, pater indite, 

Salve, rex egregie. 

Qui nbiqne imperas, 

Sceptra tenens regia. 

HERODES. 

Fill amantissime, 

Digne landis mnnere, 

Landis pompam regiae 

Tno gerens nomine, 

Rex est natus f ortior. 

Nobis fqne] potentior ; 

Vereor ne solio 

Nos extrahet regio. 
Tunc FiLius despective loquens, afferat 
se ad vindictamy dicens : 

Contra iUnm regnlnm, 

Contra natnm parvolmn, 

Jnbe, pater, filinm 

Hoc inire pnelium. 
T^nc demum dimittat herodes Magos 
ut inquirant de puerOy et coram eis 
spondeat regi natOy dicens : 



I This incident seems to have been exactly 
copied from one original. 



* Here there is variation a^ain. The wrath 
is the some, but the wording Is different. 



8 The soldier ia F gives the advice upon 
which the king acts ; in O he acts without 
advice. The introduction of the son seems 
to have led the author astray. 
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OrltooB, Xn Century. 
Ite, et de pnero diligenter invegtigate, 
Et inyento, redeontes michi rennnciate, 
Ut ego yeniens adorem eum. 

Magis egredientibus, prcecedat steUa eo», 
grace nondum in conspectu Herodis appa- 
ruit, quam ipsi sihi mutuo ostendentes^ 
procedant. Qua visa Herodes et filius 
minentur cum gladiis. 

Ecce I Stella in oriente prsevisa' 
Itemm prsecedit nos lucida. 

Interim pastores, redeuntes aprassepe, 
veniant gaudentes et cantantes in eundo, 
O regem coeli ! 

Ad quo8 MAGI :' 
Qaem vidistis ? 



1 Here the procesBion and Herod episode 
cloelQff, the three plays acrree again, 
f Given in full by Du M6ril, p. 155. 



s In O the shepherds have an appropriate 
introduction, in F none. 



PASTORES : 

Secnndmn quod dictum est nobis ab 
angelo de puero isto,, invenimus infan- 
tern pannis involutum et positum in 
prsBeepio, in medio duum animalium. 

Postea, pastoribus abeuntibus,* magi « The introduction of this song is one of 

procedant past stellam usque ad prce- many proofs of the higher artistic finish 

sepe, cantantes : ®' "• 

QuBB non pnevalent propria magnitudine, 

Coelum, terra, atque maria lata capere, 

De rirgineo natus utero, 

Ponitur in prsesepio, 

Sermo cecinit quem vatidicus : 

Stat simul bos et asinus. 

Sed oritur stella lucida 

Pnsbitnm Domino obsequia, 

Quem Balaam ex Judaica 

Nasciturum dixerat prosapia. 

Haec nostrorum oculos fulgnranti lu- 

mine perstrinxit lucida, 
Et nos ipeos provide ducens ad cuna- 

bula resplendens fulgida. 

TStnc OBSTETRICES^ videnteSy Magos allo- 
quantur : 
Qui sunt hii qui, stella duce, 
Nos adeuntes inaudita ferunt ? 



» Presbyters, evidently. 



MAGI ;* 



« These lines would seem to argue a com 



Nos sumus quos cemitis reges Tharsis mon dramatic origin, 
et Arabum et Saba, dona ferentes 
Christo nato, regi Domino, quem, stella 
docente, adorare venimus. 
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OBSTETRicss oateudentes puerum : 
Ecce, pner adest qnem qoseritis. Jam 
properate et adorate, qnia ipse est 
redemptio mundi. 



MA6I : 

Salve, rex Bceciiloram I* 
Salve, Deos Deomm I 
Salve, salos moitnoram t 

Tunc procedentes maoi, adcnrent Puerum 
et afferent. 

primus' dicat : 
Snscipe, rex, attram, regis signum. 

SECUNDUS : 

Snscipe myrrham, signtun sepnltnrae. 

TERTIUS : 

Snsoipe thus, tu vere Deus. 

Mis factiSf Magi incipiant dormire tbi 
ante prcBsepe, donee angelus desuper 
apparens, moneat in somnis ut redeant 
in regUmem auam, per aliam viam : 

Impleta sunt omnia qiue prophetice 
scripta sunt. lie viam remeantes aliam , 
nee delatores tanti regis pnniendi eritis. 

MAGI evigilantes : 
Deo gratiasi snrgamns ergo, visione 
moniti angelica et, calle mntato, lateant 
Herodem qnm vidimus de puero. 
Tunc MAGI abeunte8 per aliam viam^ 
non vidente Herode, cantent : 
O admirabile oommercium I 
Creator omnium. 

Tune venientes choro, dicent : 
Gaudete, fratres, 
Christus nobis natus est, 
Deus homo f actus est ! 

Tunc CANTOR incipit : 
Te Deum, etc. 



1 Another proof of artistic superiority in 



3 An episode common in earler ritualistic 
plays, probably the invention of one author 
there. 



> A platform necessary as in Sens resur- 
rection play, p. 67. 



4 NOTB.— Then the three kings go through 
the side aisles out of the church and retoter 
by the left door into the choir. 

» Given in full by Du M6ril, p. 152. 

* The closing of F is evidently a reminis- 
cence of some play of the slaughter of the 
innocents. 

^ The closing of R shows its affinity to 
the church service. 



" The Sallust tag which occurs also in 
* Interf ectio Puerorum' and in * Ordo Rach- 
elis.' Sallust is quoted also in the second 
joum^ of Saint Didler, and other classics 
elsewhere.— Julleville, Les Myst^res, vol, 1, 
p. 261. 

» Agrees with * Interfectio Puerorum.* 
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THE STAGE AND THE PLAY IN FRANCE. 

In the OrleaDS and Freising plays we have seen one method of 
combination by which single and ritual plays formed a continued 
drama. A related development is connected with the evolution of 
the stage. In the Mont St. Michel and Sens resurrection plays 
we are informed that the angel had a station * super altare,' *in 
pulpito." In the *Officium Peregrinorum ' of Rouen are these 
words : '^ Et ita cantantes, ducant eum usque ad tabemaculum in 
medio navis ecclesiae, similitudinem castelli Emau praeparatum.'' 
In the Orleans play we read as a stage direction : ** Parato Herode 
et cseteris personis," and in the Freising play :* " Ascendat rex et 
sedeat in solio." 

From these directions it is evident that all the actors took their 
assigned positions upon the stage at the opening of the play, and 
were conventionally absent when not performing their parts. Thus 
we read in the Orleans play :" " Tunc Magi abeuntes per aliam 
viam, non vidente Herode ; " so, in * Interf ectio Puerorum,' * 
"Joseph abiens, non vidente Herode." 

The greater number of the actors did not move about the stage, 
but held fixed stations which were marked out upon the platform* — 
here a throne and palace hall, there the interior of a dwelling — while 
one or two actors passed from group to group, connecting through 
their action the different episodes, each of which embodied a single 
ritual play. These platforms were originally erected in the nave ; 
at Rouen,* " in medio navis ecclesiae." Upon the platform the sta- 
tions,* at first but slightly marked off, were afterwards defined by 
upright posts and cross-beams, the platform extending farther down 
the nave as the stations increased in number. The plays seem often 
to require an unobstructed view across the stage, which would 
necessitate stations without sides, and as nearly as possible free from 
theatrical furniture and scenery.* 

How these primitive theatrical arrangements were used we learn 
from certain miracle and mystery plays. In the * Secundum Mirac- 
ulum Sancti Nicholai' of the Orleans* MS., there is one station, the 
house of Senex. The action is as follows : 



1 See p. 66. s See p. 50. s See p. 65. « Wright. 

* Ebert, vol. 5, p. 68. • Du Cange, Peregrinorum Offlcium. 

1 Cp. Jullevllle, vol, 1, p. 888. » Mone, vol. 2, p. 158. • Wright. 
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Such plays make ns conscious of the feeble beginniugs from 
which dramatic art has arisen. This play reads like a children's 
play for an improvised theater. The playwright succeeds fairly 
well in the capture, though the absurdity shown in the confidence of 
the soldiers that such a capture fulfilled such a command is appar- 
ently not evident to the author. The child is now in the king's 
power; how to contrive a reasonable escape would seem a diffi- 
cult problem, but it does not trouble our dramatist. The boy is 
reintroduced through his conversation with the king, though this 
expedient would seem to make his unobserved escape a difficult 
matter. Not at all ; an invisible St. Nicholas enters and sets the 
boy over the threshold, when he is free to go where he will. The 
infancy of art alone possesses such resources. Rex Marmorinus 
does not leave his seat during the play, and Rex Getron simply 
walks to the church and back. Such simplicity of action requires 
a narrative play with no complexity of situation and but few lead- 
ing characters. To such requirements the Bible story readily adapts 
itself, as we shall now see in the condensed cyclic play found in 
the earliest extant Italian mystery play, and in one of the thir- 
teenth century in Germany. 



XI. 

THE STAGE AND THE PLAY IN ITALY. 

According to Klein the oldest Italian plays,* known as "Devo- 
zioni," were designed, the first for Maundy Thursday, the second 
for Good Friday.' An analysis ma}' be given as follows :' 

The scene opens with the meal at the house of Lazarus six days before Easter.^ 
Christ enters as from Jerusalem. Mary, followed by Mary Magdalene and Martha, 
iro«9 to meet Him, embraces Him, and conjures Him not to return, as the Jews will 
kill him. Christ answers that He must do the will of His Father, but that she must 
not be sad, as He will tell her before He goes. They embrace again. 

At that the meal is served. Mary remains standing by Christ, saying continually, 
** My Son, My Son." In the meal Lazarus takes part. At the close Christ calls Mary Mag- 
dalene to his side and informs her, while she kneels before Him, that He will go to-day 



1 Dialect old and mixed ; Palermo, as referred to by Klein, vol. 4, p. 165. Date in first 
half of fourteenth century.— Klein, vol. 4, p. 166. 

» The only Italian representative of this step of development.— Ebert, vol. 5, p. 66. 
The play not in the liturgy but acted during service.— Ebert, vol. 5, p. 67. 

s Tlie following abstract follows Klein 4, p. 157 ff., and Ebert in Jahrbuch f Ur Roman- 
ische und Englische Literatur 5, p. 58 ff. 

4 Ebert believes that there was a scaffold in the middle aisle, upon which Bethany and 
the Mount of Olives were located.— Ebert, vol. 5, p. 68 ; cp. p. 104. 
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to Jerusalem, where He will suffer tbe death of the cross. He commends to her care 
His mother, who will be so deeply troubled. She herself is to keep this news a secret 
until He is taken.i Mary Maijrdalene promises this, then kisses His feet. He, thereupon* 
retires and Joins the rest of the company, but Mary Magdalene remains. Mary comes to 
Mary Magdalene and wishes to know what her Son has said, but Mary Ma^rdalene 
declines to tell. Both, then, go to Christ. Mary would kneel to Him, but is prevented 
by Him. She asks why He is so sad, and shows great anxiety. Christ now teUs her that 
for the redemption of the world He goes to His death. Mary swoons. Bevlylng, she 
bewails her fate. '^ Gall me henceforth no more Mary, since I have lost Thee, my Son !** 
At the close of the ^nversation both fall in a swoon. They rise and embrace. Christ 
then goes to His seat.* 

Mary kneels to Judas, begging him not to forsake Jesus, If He should fall into the 
hands of the people.* Judas permits her to kneel, and replies ambiguously, ** It is not 
necessary to entreat me more, as I know what I have to do.** She then kneels to Peter, 
who will not permit it, and vows that he will protect Christ against the world. Now go 
Mary, Mary Magdalene, Martha, and Lazarus to Christ, who embraces His mother, and 
offers to depart. Mary Magdalene prays that they may accompany Him to the gate of 
the city, to which Christ assents. They proceed together to Jerusalem. When they 
reach the gate, Mary declares that she is unwilling to leave her Son. He insists, but 
promises to send to her the angel Gabriel until John can come. Instantly the angel 
appears. Mary blesses her Son. Again they swoon. Jesus rises and *' steps through 
another door into Jerusalem." Mary Magdalene and Martha raise and support Mary 
while she speaks to the people : 

O Figlio mio tanto amoroso 

O Figlio mio, due se* tu andato ? 



Ditemi, o done, per amore de Dio, 
Dov' ^ andato el Figlio mio ? 

She then turns to the angel, and entreats him to tell her all the sorrows of Christ, that 
through the hearing she may find death. Mary Magdalene entreats Mary to return to 
Bethany and await John's arrival. Mary beseeches the two sisters not to leave her, 
kneeling before them. They now return to Bethany, Mary speaking touching words 
to the women by the way.^ All enter Bethany together.* 

Forthwith, the scene of Christ*s prayer upon the Mount of Olives begins. He takes 
with Him Peter, James, and John, commands them to rest but watch, while He goes to 
pray. He kneels down, takes the cup« in His hand, and, lifting up His eyes, prays. He 
returns to His followers, as in the Bible narrative. Tbe second time, Christ puta a 
stone under His head and sleeps a little. After tbe third prayer an angel appears. 
Christ now wakens the three young men while, according to the stage direction, 
the armed men prepare to take Him prisoner. Christ goes to the other apostles. Tbe 
thief -catchers with Judas come. '* Quern quicritis?" and the following words of Christ 
are in Latin. Tbe arrest follows. Fastened by a thong, Christ is led away, while all His 
followers forsake Him. 

Here ends the play, but there ia little break between this and the 
* Devozion ' of Good Friday which, beginning when the preacher 
comes to the passage where Pilate commands that Christ shall be 
scourged,' is as follows : 



I Note that Jesus informs Hj^ mother soon after, and this requirement of secrecy 
seems to be satisfied by Mary Magdalene^s refusal to tell Mary. 

« Tbe conventional exit. Cp. Julleviile, vol. 1, p. 389. 

s One of the most artistic touches in the early dramas. 

4 This consciousness of an audience appears elsewhere in this play, notably where 
John reminds the women of their sons. & A conventional exit. 

« Tbe prostrations, kissing, blood, and cup are all liturgical traces.— Ebert, vol. 6, p. 7Di 

7 Tbe lesson for the day was Chaps. 18 and 19 of John's Oospel, the nineteenth begin- 
ning, ** Then Pilate took Jesus and scourged him.'*— Ebert, vol. 5, p. 67. 
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Christ enters, stripped for the soourfirinffi with His tormeators, who lead Him through 
the throncr to the assigrDed spot where the column stands. John stands near Christ. The 
soourfiers strike Him a little reverently, and listen to Christ^s words to John, who kneels 
before Him. He bids John call the Virgin. The men now strike and revile Christ and 
lead Him away. John asks the people where Mary is. He shows a black garment 
which he would carry to her, and seeks to rouse feeling by reminding the women of 
their own 8ons.i 

Mary Magdalene now comes from the women's side of the church to the staget and 
steps before John while she bewails the sad news she has heard. John prays her to 
accompany him to Mary, as be has not the heart to go alone. Meanwhile Mary appears 
on the other side and they go to her. She laments when she sees the black garment. 
Mary Magdalene informs her of Chrises captivity, and invites her to take the garments 
Christ now appears bearing His cross, accompanied by a throng of women, to whom He 
teaches the words of the Bible. Meanwhile, He approaches the spot where Mary, Mary 
Magdalene, and John stand. Mary hastens to Him to embrace Him. The Jews drive 
her away. Christ drops His cross. Mary, bemoaning her fate, would take the cross,* 
but the Jews drive her back. She falls fainting, and Christ passes on to Golgotha. 
M^ry revives, seeks for her Son, inquires of the women, then goes with Mary Magda- 
lene and John to the place of execution. 

Now the preacher^ explains the situation, and at a signal from him the Jews nail 
Christ to the cross and lift it up. Christ speaks, and prays for His enemies. Mary 
addresses the cross. ** Bow down thy branches that thy Creator may find rest." 

Indina 11 toi rami, o crooe alta, 
E dola [dona] reposo a lo tuo Creatore ; 
Lo corpo precioso Ja se spianta ; 
I la tua f orza e lo tuo vigore. 



Here again the preacher speaks, while the play pauses until he gives the sign, when 
Clirist*s speech with the robbers follows. Now the dead^ arise. Three of these speak to 
Jesus, declaring that the souls in Hell expect Him, the Patriarchs and Prophets ; one 
has also come to stand by Mary and serve her. 

The preacher finds it necessary to explain this. Again at the signal the play goes on. 
The Virgin prays Mary Magdalene to direct Christ^s attention to her, saying that He 
had spoken to the robbers, but not a word to her.« Mary Magdalene complies, and 
Christ commends His Mother to the care of John, who, kneeling and kissing Mary's 
feet, strives to comfort her. Mary laments; embraces the cross, and faints.^ 

The preacher takes up his discourse until Jesus cries out, '' My God, My God, why 
hast Thou forsaken me T* Meanwhile. God says to His angels that they must strengthen 
His Son.* The angels prostrate themselves, withdraw and descend.* They examine to 
see which is the Son. Meanwhile, the devil appears and approaches the cross upon the 
right side. One of the angels now descends fully, to receive the blood of Christ. Jesus 
thirsts. The Jews hand Him with jokes the vinegar mingled with gall, ancf He refuses 
to taste it. Mary bewails the malice of the Jews. Jesus exclaims, ** It is finished." 



I See note 4, p. 70. 

< The stage is only one location. The action is in different parts of the church.— Klein, 
vol. 4, p. 164. 

• 8o Mary desires to take the cross in the Woodkirk Mysteries. The Towneley Mys- 
teries, p. 212. 

4 Compare the preacher with the expositor in the Chester plays. 

s See cut, p. 75. 

« This complaint Mary addresses to Christ in the Coventry Mysteries, p. 822. 

T Note the author's repeated recourse to this as an expedient for removing Mary tem- 
porarily from the action. 

I Ebert believes there was a scaffold in the choir which represented Heaven, that 
there was a Hell mouth and a post for scourging, but that some action took place in 
the aisles of the church.— Ebert, vol. ft, p. 68. 

• There must have been a stairway from Golgotha to Heaven, or some means for paus- 
ing midway. 
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Children strew branches and garments before him, singring Gloria and Laus. Now the 
Pharisee invites him to dinner. He accepts, and the Pharisee urges his servants to 
hasten the preparations, i 

Mary Magdalene* sings in Latin of the Joys of this world, and seeks the merchant 
with her girl companions to buy for herself ointment. The merchant offers his wares 
in Latin. Mary sings a German love song with the chorus : 

Seht mich an, Junge man, 

lAt mich eu gevallen. 

She now enters the house, and an angel announces to her that Jesus, the Nazarene, who 
forgives the sins of the people, is dining with Simon. She rises, and again sings her 
song of the delights of life,—'" Mundi delectatio dulcis est et grata," etc. A lover enters, 
whom Mary salutes. They converse, then Mary sings to the girls : 

Koufe wir die varwe d&, 

Die uns machen schoene unde wolgetftne. 

She now appeals again to the merchant, who tenders his wares this time in German. 
The ointment purchased, she again enters the house, and the angel meets her as before, 
and disappears. She rises once more and repeats her song of the pleasures of the 
world, then falls asleep, and the angel appearing repeats his song of Jesus who for- 
gives sinners. 

Mary awakes and breaks into lamentation : '* Heu vita pneterita, vita plena malls," 
etc. 

The angel appears and says : '* I declare unto you that there is Joy in Heaven over one 
sinner that repenteth.'* 

Mary scorns her secular garb and lays aside her robes, putting on a black garment. 
The lover and the devil retire.^ She goes again to the merchant, seeking precious 
ointment,^ which the merchant sells her for a talent of gold. 

The chorus sings : '' Accessit ad pedes." s 

Mary now enters the house of Simon, and, weeping, approaches Jesus. As she anoints 
his feet she sings one stanza in Latin, followed by two in German. The Pharisee utters 
the well-known words, and Judas bewails the waste. Jesus declares the work a good 
one, addressee to Simon Peter his question about the debtors, asking which of those for- 
given would love the more. Peter replies, and Christ announces to Mary the forgive- 
ness of her sins. Mary, at this, retires lamenting : 

Aw6, aw^ daz ich le wart geborn. 

Jesus now departs to raise Lazarus and is met by the sisters,* wailing for their brother. 
There is no expansion of the Biblical narrative. The incident closes with ** Lazare, veni 
foras,"' after which there is a chant by the clergy. 

Judas, meanwhile, hastens to the priests excUiiming, **0 Pontlflces, o viri magni 
consilii, lesum volo nobis tradere." The bargain is struck, the sign is agreed upon, and 
the Jews follow Judas with swords and lights. 



I This requires four stations, beginning at the sea-shore. Peter and Andrew appar- 
ently follow Christ to the house of the Pharisee. He crosses the boundary and sits 
down. 

) Evidently rises from her place and advances to the merchant's station. 

> It would seem that the lover has been sitting in the house since his first entrance, 
although he has said nothing. The devil is hard to account for. 

4 It is there supposed that some time has elapsed, and that her precious purchase is 
exhausted. 

s An evidence of intimate connection with the service. 

« Evidently Mary withdrew to Join her sister in the Bethany station. Such examples 
of preparation for future situations are comparatively rare. 

1 Lazarus probably did not appear upon the stage. The symbolic nature of this inci- 
dent illustrates the intimacy existing between the symbolism of the ritual and the 
realism of the play. In the six lines given to the scene, three are chanted by the clergy: 
it is practically a leaf of the church service slipped into the drama, and seems to have 
satisfied author and audience, although the motived utterance, '' Lazare, veni f eras," 
leads to no issue. 

Trans. Conn. Acad., Vol. IX. October, 1892. 

6 
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XIII. 
THE OUT-DOOB STAGE. 



If we compare the above abstracts of action with the following 
sketch of the open-air stage of the sixteenth century, as found 
attached to a MS. of the fifteenth century Easter Play/ we shall 
obtain an idea of the use of fixed stations in the developed cycle, 
sufficiently clear for our purpose. 



1- 1 

■1 ■ 


. I- L_ 

' 10 It 


■ 1 1 — "-1 


■1 



A, B, C. The three divisions of the the stage. 



11. The house of Annas. 

12. The house of the Last Supper. 

13. The third door. 

14, 15, 16, 17. Graves from which the dead 

arise. 
18, 19. Crosses of the two thieves. 

20. Cross of Christ. 

21. The Holy Sepulcher. 

22. Heaven. 



1. The first door. 

2. Hell. 

3. The Garden of Gethsemane. 

4. Mount Olivet. 
6. The second door. 

6. H erodes palace. 

7. Pilate*8 palace. 

8. The pillar of scourging. 

9. The pillar upon which stands the cock. 
10. The house of Caiaphas. 

The three divisions of the stage correspond to the three divisions 
of the church : the nave, choir, and sanctuary." The action begins 
in the nave, and passes, station by station, through the choir into 
the sanctuary. The distribution of stations bears some relation to 
the sanctity of the division. The cross and Heaven are in the 
sanctuary, Hell is in the nave. This remoteness of position was not 
objectionable for the Inferno, as it was customary for the devils to 
make excursions about the stage and even among the audience. 
This we see in the Norman play of Adam, York Plays, etc. They 
even acted as police within boundaries,* and the unlucky wight who 
crossed the line became the prey of the devils, to the amusement of 
the audience. 

In regard to the genesis of the out-door stage for the mystery 
plays, I cannot agree with Mone,* who derives the scaffold from the 



> Mone, vol. 2, p. 156. « Cp. Julleville, vol. 1, p. 392. 

* Cp. Julleville, vol. 1, p. 398. At Rouen in 1474, paradise was in the east or sanctuary 
end of the church. < Mone, vol. 2, p. 129. « Mone, vol. 2, p. 150. 
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Of this movable stage I have found no trace upon the continent, 
except in the Jew plays of Italy, where, on wagon-stages drawn by 
oxen, the Jew in effigy was mocked, tormented, and finally burned,* 
and in the representations upon chariots, given by the Basoche in 
the provinces, but unknown in Paris.'' 



XIV. 
EVIDENCES OF EABLT ITALIAN AND SPANISH PLATS. 

Such aid as the continental plays, prior to the date of the extant 
English plays, can give towards the study of the English cycles has, 
according to my knowledge, been presented ; not in its detail, which 
will serve better as illustration when taken with the English plays, 
but in the general outline, as showing the trend of development in 
the various stages of advancement and severance from the church 
ritual. Our reliance has been almost entirely upon the French and 
Oerraan plays. The notices of the Italian drama, prior to the 
" Devozioni " that we have outlined, are quickly given. 

We hear of Italian plays first in 1244, the records stating that on 
that date a Passion and Resurrection Play was presented.' On Whit- 
suntide and the two following days, in 1238, according to the chron- 
icle of Julianus, Canon of Cividale, the Passion, Resurrection, 
Ascension, and Outpouring of the Holy Spirit* were acted,* form- 
ing a cycle of no mean proportions. But already other portions of 
the Bible narrative, which the church linked with the Advent plays 
as prophetic or explanatory of Christ's coming, were claiming atten- 
tion, and six years later, according to the same authority, the Creation 
of Adam and Eve, the Annunciation, and Birth were played. Thus 
we find in Italy as early as 1306, in two cycles, probably written in 
Latin, and surely played under the direction or patronage of the 
highest clergy, the principal scenes of the future world-cycle that 
should extend from the Creation of the Angels to the Last Judgment. 

It is evident that the mystery plays must have arisen in Italy as 
in France, although but scanty remains of the liturgical plays are 
extant ; otherwise cyclic dramas so early as 1298 would be impossible 
of explanation. That they also had a recognized standing in the 



1 Klein, vol. 4, p. 239. « Julleville, Lea Corned iens, p. 133. « Ebert, vol. 5, p. 51. 

* Evidently the Passion, Resurrection, Ascension, were considered as forming a fitting 
introduction to the Giving of the Holy Spirit of which the celebration was a com- 
memoration. * Ebert, vol. 5, p. 64. 
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was made of which we lose sight because our knowledge of their 
life is vague and general. 

The primary cause for the departure of the play from the church 
must, as it seems to me, be sought for elsewhere. We have studied 
the gradual expansion within the church of the mystery from the 
rudimentary play of the ritual to the independent but condensed 
cyclic play. Either development must stop here or the play must 
leave the church. The nave could not contain the necessary stage, 
nor the edifice the audience. ' Great numbers brought confusion and 
•disorder. As a consequence the play moved out of the church into 
the churchyard, as shown in the Norman play of Adam, or into the 
open space about the monastery, as the direction '* ad januas mon- 
asterii " of the Orleans play* indicates. 

Other motives, as is usual, emphasized a tendency. The longer 
play led to the introduction of interludes and comic scenes to relieve 
the tedium. The development of devil-play put upon the fiends, 
through the traditional license of devilish behavior, the onus of 
enlivening the people when wearied by the continued play. Their 
language might be plain, and to us blasphemous, but it was not 
lascivious, and often contained a telling moral lesson. If we make 
allowance for the frank realism of the day, we must accept these 
plays as devout in nature, with the purpose to instruct the people 
and promote religion. Therefore the priests could encourage them, 
take part in them, or write them. They could be made the vehicle 
for sermons upon morals of which the instances, especially in Eng- 
lish plays, are many, and the papal benediction could be sought and 
^ven, as was, probably, the case with the Chester plays.* 

Furthermore, as the commercial spirit grew, the concourse of peo- 
ple at the church on sacred festal days offered facilities for barter, 
and booths became fairs. These festal days were also the days of 
the mystery play, and thus in England a connection between play 
and fair was established ; not, as Warton maintains, that the play 
was fashioned to draw to the fair, but fair and play depended upon 
the church holy day. No one will doubt but that merchants and 
monks were shrewd enough to turn both to their advantage, when 
once the connection was established. 



I p. 51. 

« The text of prohibitions is given by D'Ancona, Origrlni del Teatro In Italia, vol. 1, 
p. 51. Hoffmann, vol. 2, pp. 241-4; Mone, vol.2, pp. 367-8; WriRht, p. XII, taken from 
Hoffman. The subject is discussed in Smith's Diet, of Christian Ant. under Theatre, 
Actor, closing, however, before the rise of the mystery ; Prynne's Histrio-Mastrix is 
important for dues, but the author's bias must be borne in mind. 
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ties, farces, chansons, chants royaux, etc., the mystery falling to the 
▼arious societies of confreres of which the Confreres de la Passion, 
of Paris, was the most famous. The sources and makers of the 
English plays will be the subject of the following chapters. 



XVII. 
FAGEANTBT IN MEDIAEVAL ENGLAND. 

As we enter the English field, we are confronted by a confusion of 
names that is bewildering. It would seem as though writers classed 
everything from a wrestling bout to a mystery as a play. Some do 
not hesitate to affirm that pageant and play were synonymous terms.' 
So little regard has been paid to classification by such writers as 
Warton, Collier, and Ward, that the student cannot trust their 
conclusions, but must patiently gather his data for himself at first 
hand, and classify them as his conception of the mediaeval life of 
England becomes clearer. Gradually he will perceive that society 
in that day was a great stickler for tradition, that the custom found 
in a given city in one century probably existed there in but slightly 
altered form in the next century, that the customs in a given city 
were many and various, and were, within certain limits, sharply 
defined and kept separate. England was, indeed, Merrie England in 
those days, but she went about her amusements as though they were 
very serious, and usually very thirsty, business. 

It would take me too far from my theme to attempt to describe all 
the shows and plays that formed part of a city's life for even one 
year. The royal entries, the ridings of different social or religious 
gilds, the church processions in which the laity took part with their 
pageants of tableaux, their giants and monsters, the plays in the 
churches, by the craft gilds, at the entertainment of notables, the 
setting of the watch, the May-day festivities, etc., if faithfully por- 
trayed for a single city, would till a thesis, and give a new and 
valuable picture of civic life. If to this we add the direct literary 
influence of France upon the nobility and court society of England 
at a time when England and a large part of France were politically 
one, the subject of amusements in mediaeval England assumes vast 
proportions and becomes exceedingly intricate. As a result, writers 
upon this subject have failed to observe distinctions that were clear 



1 CoUier says that in 1502 pasreaot was only another name for a play. 
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but now we find that other subjects are crowding in, breaking the 
sequence of the story, and rendering some designation necessary to 
interpret them to the beholder ; for this reason verses were attached. 
But when the necessity of choosing a Biblical theme was no longer 
present, the artist naturally selected some subject that would be 
complimentary to the high personage in whose honor the pageant 
was set up. Affixed verses he could not easily read, so the compli- 
mentary address to the King arose, or a laudatory conversation was 
carried on between actors. This is approaching very near to the 
borders of the spoken drama, but I have found no instance of royal 
entry where a genuine, spoken drama was acted. Further, it would 
seem that this development of the pageant arose earlier in England 
than in France. 

1431, Dec. 2. Of the entry of Heniy VI of England into Paris 
this description is given : 

" Depuis le poncelet en tirant vers la seconde porte de la rue Saint 
Denis avoit personnages, sans parler, de la nativite Notre Dame, de 
so^ mariage et de I'adoration des trois Rois, des Innocents* et du 
bonhomme qui semoit son bl^." 

1432. Entry of Henry VI into London after his coronation at 
Paris. Allegorical pageants with verses by Lydgate.' 

1445. Entry of Queen Margaret into London. Seven pageants 
with verses by John Lydgate.* 

1461, Aug. 31. Entry of Louis IX into Paris, — "y avoit une 
passion par personnages et sans parler^ Dieu estendu en la eroix, et 
les deux larrons a dextre et a sinistre.* 

1461, Sept. 20. Entry of Louis IX into Orleans. Twelve pa- 
geants, stationary, laborers, moral virtues, David and Goliath," etc. 

1498, July 2. Entry of Louis XII into Paris. All the pageants 
were allegorical except those of the Confreres de la Passion who 
presented The Trinity, Abraham's Sacrifice, and the Crucifixion.* 

So, fifty years after London, Paris bows to the popular demand 
fot allegory. 

1514, Nov. 6. Entry of Mary of England into Paris. 

1516, Feb. 15. Entry of Francis I into Paris. 

1517, May 12. Entry of the Queen into Paris. In these three the 
subjects were allegorical.' 

1521. Entry of the Emperor, Charles V, into London. 



1 JullevlUe, vol. 2, p. 191, quoting Bnguerrand de Monatrelet. 

s Fabyan, p. 608, fol. 190. s Stow, p. 385. * JuUeviUe, vol. 2, p. 196. 

s JuUeville, vol. 2, p. 201. « JulleviUe, voL 2, pp. 205-6. 
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The London Drapers resolved to have no Midsummer pageant, 
because there were so many pageants ready standing for the Empe- 
ror's coming into London, but they afterwards agreed to renew the 
old pageants and to establish a new one of the Golden Flees, also to 
bring out their giant, Lord Moryspys,* and to present a morys dance.* 

This item furnishes us one clue to the absence of plays by the 
craft guilds of London. The royal entries called for frequent and 
costly pageants from the gilds. These pageants were preserved, and 
refurbished when occasion demanded them. A cursory reading of 
the gild accounts shows that the pageants and ridings were felt as a 
heavy tax," though a necessary one, and make it reasonable that the 
gilds, having these pageants on hand, should be reluctant to build 
movable pageants also for Corpus Christi and other religious or civic 
festivities. They accordingly used their stationary pageants, as the 
Drapers did in the Midsummer festival. 

1577. Visit of the Prince of Orange to Ghent. Tableaux vivants, 
allegorical, with address to the Prince.* 

1578, Jan 18. Entry of Governor-General Matthias into Brussels. 
Tableaux vivants, allegorical, stationary.* 

1595. Entry of the Archduke Ernest into Antwerp. Allegorical 
pageants.* 

The pageants of these three entries mark the decay of pageantry. 
After the allegorical and complimentary pageant had established 
itself, there naturally followed on the part of the artists a straining 
for striking effects and quaint conceits. All sense of unity was lost, 
and mysterious or grotesque representations, that would make the 
vulgar gape, became the fashion. The custom had become absurd, 
and was out of place in the new life that was stirring the hearts of 
men. Our latest item knits the old to the new. 

1603. Entry of James I into London. Ben Jonson's pageant 50 
feet high and 60 feet long, a representation of the city of London, 
with verses attached.^ 



1 These ffiants were a necessary adjunct to a display. They were sometimes station- 
ary, more often movable. Gog-magog: and Ck)rineeu8, otherwise called Oog and Magog, 
now at Guildhall, are relics of the olden time.— Hone, pp. 362-270; also Magnin, p. 61; also 
Fabyn, p. 603. 

« Herbert, vol. 1, p. 455. 

s Omterbury, as a halting place tn rouie for the continent, would have suffered a 
heavy tax for pageantry, but avoided it by entertaining outside the city walls,— in a 
booth erected for the purpose and stocked with victuals and liquors if the halt were 
for refreshment, in a monastery if a night^s lodging were desired. See Ninth Beport of 
the Royal Commission on Historical MSS. 

4 Motley, vol. 8, p. 2»5. ft Motley, vol, 8, p. 305. 

6 Sharp, a out of a pageant is given, pp. 24, 25. ? Sharp, p. 4. 
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We close with a description of a royal entry, Queen Margaret's 
entry into Aberdeen in 1511, as given in Dunbar's 'The Queine's 
Reception at Aberdeen.' 

1. The burgesses ride out to meet her — 

And first Hir mott the burgreas of the toun, 

Riohelie arrayit as become thame to be. 
Of quhom they chesit four men of renoun. 

In ffounes of velvot, young, abill, and lustie. 
To beir the paill of velvet oramas^ 

Above Hir held, as the custome hes bein. 

2. The Procession meets her at the gate. 

Ane fair processioun mett hir at the Port, 
In cap of gold and silk, full pleasantlie. 

3. In the first streets were many pageants. 



Syne at hir Entrie, with many fair disport. 
Ressavit hir on streittis lustUie. 

(rt) The Salutation. 

Quhair first the Salutation honorabilly 

Of the sweitt Virgin, guidlie mycht be seine ; 
The sound of menstrallis blowing to the sky. 

(b) The Magi ; The Three Kings of Culane. 

And syne thow gart the Orient Kingis thrie 
Ofllor to Chryst, with beuying reverence, 

Gold, sence, and mir, with all humilitie, 
Schawand him King with most magnificence. 

(c) The Expulsion from Eden. 

Syne quhow the Angill, with sword of violence, 

Furth of the joy of Paradice putt clein 
Adame and Eve for innobedience. 

(d) The giant Emperor, Bruce. 

And syne the Bruce, that evir was bold in stour. 
Thou gart as Roy cum rydand under croun. 

Right awfull, Strang, and large of portratour, 
As nobill, dreidfuU, michtie campioun. 



(c) The Stewarts. 



The (nobill Stewarts) syTie, of great renoun, 

Thow gart upspring, with branches new and greine, 
So gloriouslie, quhiU glaided all the toun. 

4. After the pageants twenty -four maidens singing. 
The matter is summed up in — 

The streittis war all hung with tapestrie. 

Great was the press of peopiU dwelt about. 
And pleasant padyheanes playit prattelie. 

Tlie connection of the tableaux of pageantry with mediaeval paint- 
ing and sculpture would form an interesting and fruitful investiga- 
tion, but would carry us too far afield. 

Trans. Conn. Acad., Vol. IX. October, 1892. 

7 
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For the * ridings ' a word will suiRce. As the burghers of Aber- 
deen met Queen Margaret without the city walls, so selected mem- 
bers of each gild in other cities went out wearing their liveries and 
bearing their banners/ and, riding two and two, escorted the king or 
other dignitary into the city and over the designated route to the 
palace where he was to lodge. 

Tfie Processions, 

The Christian church probably held processions from the first 
century.' These multiplied in the Middle Ages and modified greatly 
many other customs. Thus the royal riding and the procession 
simulated each other, and were sometimes combined especially in 
England in the Procession of St. George." Indeed, in many places 
this ceremony was known as 'Riding the George.'* Many proces- 
sions after the thirteenth century contained one or more pageants. 
These were carried on moving pageant wagons, but sometimes, in 
place of the pageant, groups* afoot personated characters. Of mov- 
ing pageants the best illustrations are afforded by the Lord Mayor's 
Show in London. Thus, the pageant of the Assumption was borne 
before the new Lord Mayor from the Tower to Guildhall,* and later, 
when allegorical devices were in vogue, many elaborate pageants 
were devised, of which the descriptions have been preserved.' Of 
those where individuals walking personated characters, we notice 
the Whit-Monday procession at Leicester, where the Virgin Mary 
was carried as a pageant and the twelve apostles walked,* and the 
pageant groups at Aberdeen.* The pageantry was sometimes very 
elaborate, as at Dublin in the Procession of St. George,** which pre- 
sented the Emperor and Empress attended by two doctors, two 
knights and two maidens ; St. George who received three shillings 



I Herbert, (a) The gilds of London bore banners of trade at the coronation of Henry 
IV, 1399, vol. 1, p. 90. 

(b) The order of gilds of London in royal entries, vol. 1, pp. 101-2. 

(c) A cut of the procession, vol. 1, p. 129. 

id) The citizens of London met the king at Blackheath, vol. 1, p. 91. 

t The procession was greatly developed by St. John Chrysostom. 

3 The Gild of St. George, Norwich, had a pageant with a ' riding * in procession.— 
English Gilds, p. 447. 

* As at Leicester, Kelly, p. 38. 

» These groups oftentimes contained beasts of wondrous shape, formed of hoops and 
canvas or wicker-work. « Herbert, vol. 1, p. 457. 

T There are in print thirteen pageants of the Drapers, eleven of the Grocers, and 
many produced by the other companies during the years from 1588-1891. They bear the 
names of Thomas Middleton, Thomas Jordan, Thomas Heywood, etc., as authors.— Her- 
bert, pp. 334, 45tt-6L 

8 Kelly, p. 7. » See p. 98. lo Hist, of Dublin, vol. 1, p. 109. 
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four pence for his labor ; standard, pole-ax, and swords for the Em- 
peror and St. George ; then a maiden who led the dragon by a 
golden line ; four trumpets ; the King and Queen of Dele, accom- 
panied by two knights and two maidens in black.* 

III. The Corpus Christi Procession, 

The most splendid of all the church processions was the Proces- 
sion of Corpus Christi, out of which grew in many cases' the craft- 
gild plays. The church fast of Corpus Christi was instituted by 
Pope Urban IV about the middle of the thirteenth century, 1264, 
and appointed for the first Thursday after Trinity Sunday. It was 
endorsed by the Council of Vienne in 1818, and was soon celebrated 
with great pomp throughout Western Europe. Its office consisted of 
hymns, anthems, responses, etc., taken from the figurative portions 
of the Old Testament, and selected, or, at least, digested into form 
by Thomas Aquinas. From the first the leading feature of the 
celebration was the procession of the ecclesiastics and laity, in 
which all civic bodies took part, with tapers, banners, shields of 
the gilds, and after a time with pageant-tableaux and individuals 
personating characters at first Biblical, later oftentimes legendary. 
In the procession the lay societies preceded the host, which was 
followed by the ecclesiastics." The position next to the host was 
the place of honor, and we read of many disputes among the gilds 
about their relative positions.* This order of the gilds is a matter 
of importance to us, as the earliest order of the gilds in the craft- 
gild plays was doubtless the same as in the procession. Thus in 
many towns the Mercers, as the most powerful gild, marched next 
the host — so in York and Coventry — and the Mercers stand last in 
the York plays. 



1 The Gild of St. Elene at Beverly, founded 1378, carried a youth clad as St. Elene. 
An old man preceded him carrying a cross, and one followed beariner a shovel. The 
Gild of St. Mary at Beverly, founded 1355, carried in procession on the feast of the 
Purification a pageant of the Virgin with what seemed a son in her arms. Joseph and 
Simeon accompanied her, with two angels carrying a candle-bearer of twenty-four 
lifirht6.~Engli8h Gilds, pp. 148, U9. 

s At York and Coventry, the Chester plays were connected with the Whit-Monday 
prooession. 

« Sharp, p. 165. The order was, however, reversed at York.— Davles, York Records of 
the XVth century, p. 247 ; also in Skinner's Procession, p. flO. 

* 1588, June 21. In records of Aberdeen complaint of hammermen that others usurp 
their place in the Corpus Christi procession.— Records of Aberdeen, p. 462. 

1554. Another complaint by the same. p. 457. 

See the quarrel between the Weavers and Cordwainers of York. The Cordwainers 
refused to march on the left of the Weavers. This dilTerence was a matter of some 
years* standing, and the Cordwainers submitted only under the pressure of a heavy fine 
and the threatened interference of the king.— Davies, pp. 250-7. 
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At first, presence in the procession may have been considered 
evidence of acceptance of the dogma of tran substantiation/ to 
which, as we have seen, the rise of the liturgical play was due;' 
but later the spontaneous expressions of piety did not satisfy the 
desire for a splendid procession. Accordingly in the fourteenth 
century the Gilds of Corpus Christi arose, which took the procession 
under their special care. These gilds did not usually foster plays, 
and were indeed in some cases necessary to preserve the splendor 
of the procession after the popular interest had turned from the 
procession to the plays.* 

How early pageant-tableaux wore introduced it is impossible at 
present to state,* but it must have been at an early date and in close 
connection with the royal entry. The body of Christ received in a 
sense royal honors, and it may be that at first stationary pageants, 
a marked tribute to royalty, were sometimes used. It seems evident 
that movable pageants were carried by the gild in connection with 
the gild banner, and usually bore the insignia or arms of the gild ; 
also that at first they presented a connected Biblical story, but after- 
wards passed through nearly the same developmental stages as did 
the pageants of the royal entry. These changes, like those of the 
royal entry, were in the main the same throughout Western Europe, 
although the intrusion of the civic element doubtless contributed to 
local variations. The records do not enable us to trace these changes 
so clearly as in the royal entry, but certain evidences are found. 

1437. The village of Dragufgnan gave a florin to the manager of the procession. "A 
cause du Jeu que cbaque ann^e 11 a coutume de faire d faire d la f^te du corps du 
Christ, et quMl ne pent faire sans aucun subside/* 

Similar entries in the records of the village occur until 1558, May 
8, when the following explanatory note is found : 

'' Le dlt jeu jora avec la procession comme auparadvant et le plus d^istoeres et plug 
brieves que puront estre seront et se dira tout en cbeminant sans ce que personne du 
jeu s'areste pour eviter prolixity et confusion tant de ladite procession que jeu et que 
les estrangiers le volent aisement/'c 

This attempt to talk while walking could hardly have been a suc- 
cess. The spoken play was probably oratorical rather than dramatic. 
These so-called plays were maintained until 1615. There are records 
of similar exhibitions at Bethune from 1544. In the 'remonstrance' 
of 1549 there is a list of the tableaux, showing the participation of 



I English Gilds, p. LXXXV. « See p. 13. 

s As at York, though so great was the passion for plays that the Gild presented one, 
the Creed play, once in ten years. 

4 Da vies, p. 228. « Julie vUle, vol. 2, p. 809. 
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the trades, and furnishing conclusive evidence that these were not 
spoken plays, but mute, whether with or without action I cannot de- 
termine.* 

Early in the fourteenth century gilds of Corpus Christi began to 
rise in England. The fraternity of Corpus Christi of the Skinners 
of London dates from 1327. 

'* This fraternity had also once every year, on Corpus Christi day afternoon, a proces- 
sion which passed through the principal streets of the city, wherein was borne more 
than one hundred torches of wax (costly grarnished) burning light, and above two hun- 
dred clerks and priests, in surplices and capes, singing. After the which were the sher- 
ilTs servants, the clerks of the compters, chaplains for the sheriffs, the mayor's sergeants, 
the counsel of the city, the mayor and aldermen in scarlet, and then the Skinners in their 
best liveries."* 

1348. The Gild of Corpus Christi at Coventry was instituted. It was to carry eight 
torches about the body of Christ in procession.* 

1349-50. The GUd of Corpus Christi of Leicester, which contributed to the most splen- 
did procession in the city except that of St. George.-* 

1406. The Gild of Corpus Christi at York, which, after the separation of procession 
and plays in 1426, became responsible for the procession. 

Before 1349. The Gild of Corpus Christi at Cambridge, which held a procession with 
pixies and shields until 1535, when Dr. Leigh, deputy to Lord Cromwell, ordered it abro- 
gsted.» 

As at York so at Coventry, it became necessary to separate the 
procession from the plays. At York this was done by appointing 
the vigil of Corpus Christi* for the plays ; at Coventry by bringing 
the procession early in the morning.^ 

It se&ms, then, that shortly after the confirmation of Corpus 
Christi in 1318 pageants of the Biblical story were introduced in 
conjunction with the banners of the crafts. These at first were 
mute mysteries expressed by action. In a short time, however, 
spoken drama, found also in isolated cases in France, became an 
established custom in England. A spoken drama necessitated fre- 
quent halts by the procession, as it was impossible to act satisfactorily 
in motion. Indeed, connected pantomimic action would seem im- 
possible in a moving procession ; therefore this custom may be 
older than the spoken drama. These halts prolonged the procession 
beyond reasonable limit, and were avoided by transferring the pa- 
geants to the rear of the, procession. A division of the procession 
immediately arose through the slower movement of the pageants, 
but the plays, though much belated, followed the traditional course 



I Cp. p. 98. « Survey of London, p. 87. » English Gilds, p. 332. 

* Kelly, p. 38. 6 Masters, p. 80. 

• The citizens, however, continued to hold their plays on Corpus Christi day, and the 
clergy were compelled to postpone the procession until the morrow.— Davies, p. 244. 

t The description of the Corpus Christi procession as given in the Popish Kingdom 
illustrates the demoralization of the pageantry.— Sharp, p. 170. 
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NOTES ON THB PXTBUSHED LIST OF PLAYS. 

I. ''Aberdeen, 1442-153L [Candlemas play, Offerand of Our Lady; also Corpus 
Christ! play, 9, 7, 10 pageants named.] 

1440, May 18. Notice of appointment of one Richard Kintor,i Abbot of Bon-Aocord, 
and notice of play of Halybiude at WyndmylhillJ 

1442. Thir craftes underwritten sal find yearly in ye offerand of our Lady at Candle- 
mas thlr personnes underwritten, yat is to say :— 



1442. Aberdeen Pageants.^ 

The Littistaris sal fynd. 

The Empriour and twa Doctouris and als- 

mony honeste Squiares as thai may. 

The Smythis and Hamermen sal fynd. 
The Three Kingis of Culane and alsmony 
honeste Squiares as thai may. 

The Talaoures sal fynd. 

Our Lady, Sancte Bride, Sancte Helene, 

Joseph and alsmony Squiares as thai may. 

The Skynnares sal fynd 

Twa Bischopes, four Angels, and alsmony 

honeste Squiares as they may. 



The Wobstares and Walkares sal fynd 
Symion and his disciples and alsmony hon- 
este Squiares, etc. 
The Cordonares sal fynd 
The Messyngear and Moyses and alsmony 
honeste Squiares, etc. 
The Fleschowares sal fynd 
Twa or four Wodmen and alsmony honeste 
Squiares. 

The Brethren of the Gilde sal fynd 
The Knyghtes in hamace and Squiares hon- 
estly arait, etc. 
The Baxtaris sal fynd 
The Menstrals and alsmony honeste 
Squiares, etc. 



1549. Bethime Pageants.' 

Lingiers. L^Annonciation, 2 personnes. 
Vlesslers. La Visitation, 2 personnes. 
Tanneurs, cordouaniers. LaNativit^, 5 per- 
sonnes, Les trois Roix, personnes. 
Chavcttiers. Les Innocents, 12 personnes. 
Parmentiers. Purification, 7 personnes. 
Marchands et crocqueteurs de gr^. 
Tentation, personnes. 
Marchands de XAk. Entr^ k Jerusalem, 16 
personnes. 

Drapiers. Resurrection du Lazaire, 8 per- 
sonnes. 

Confreres de Dieu et Mgr. Saint Jacques 
La Chesne, 13 personnes. 
Voiaige de Ematlx. 

Barbiera. Jardin d'olivicr, 8 personnes. 
Porteurs au sac. Prise de J^us, 80 per- 
sonnes. Dieu portant sa croix, 20 personnes. 

Cordiers, cailllers. Comment N-S. fut men^ 
devant Anne, 5 personnes. 
Dechargeurs. Les deniers que Judas recent, 
6 personnes. 

Bouchyers. Comment Judas se pendit. 
Jesus men6 devant CaTpbe, et Herode, 16 
personnes. 

Feronniers. candreliers, maricaulx esta- 
miera, orphevres. Comment Dieu fut 
battu a Testacq, 12 personnes. 
Taverniers, brasseurs. Ecce homo. Pilate 
lavant ses mains, 12 personnes. 
Merchiers, JuUlers. Comment Jesus fut 
cloi6 d la croix, 18 personnes. Ysaulde for- 
geant les cloux Dieu, 2 personnes. 
Tainturlers, satinlers. Cruciflment, a plus- 
leurs personnes. 

Ceulx de la poteme. Le Limbe, 7 per- 
sonnes. 



1 Merchant and Craft Guilds, p. 49. 

> On Corpus Christi day the procession was under the direction of the Abbot of Bon- 
Accord, later under that of Robin Hood. A fusion of May-day and Corpus Christi 
seems probable. Wyndmylbill, later Womanhlll, seems to have been a play-field like 
that at Edinburgh. 

8 JulleviUe, voL 2, pp. 212-13. 

4 Records of Aberdeen, p. 432 ; also. Merchant and Craft Guilds, p. 49. 
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The tailzeouris, the Coronatioun of our Lady. 

Litstaris, Sanct Nicholes. 

Wobstaris, waloaris, and bonet makaris. Saint John. 

Baxtaris, Saoct Georg. 

Wrichtlfl, messonis, solateris* and cuparis. The Resurrectioun. 

The smithis and bammirmen to f urneifls The Bearmen of the Crooe.i 

The impossibility of forming a connected play out of these tableaux 
is sufficiently evident. Many other references to the procession 
might be given ; thus in 1484 the penalty of absenteeism was the 
loss of freedom for a year, L e., the freedom of the craft, not per- 
sonal freedom; in 1531, the craft that failed to furnish its pageant 
must pay a fine of forty shillings. 

The order in procession was established by the city fathers and 
was apparently the same for every procession. The Candlemas and 
Corpus Christi processions are sometimes mentioned together, but 
the regulation of 1531 established beyond question that the pageants 
were for Candlemas. It seems that on Corpus Christi day after the 
procession a play was usually performed on Windmill-hill. The play 
is mentioned in a regulation of 1440 and again in 1479, but it prob- 
ably changed from year to year, and was under the care of the 
Abbot of Bon-Accord. It certainly was not the- charge of the gilds. 

II. " Bassingboume, Cambridgeshire, 1611 (Play of St. George)". Players and musi- 
cians were secured in Oambridge. Labor and materials contributed by individuals and 
by twenty ^seven neighboring villages.^ 

III. Bethersden, Kent. 1583 (Ludi beatae Christinae). Evidence not published. Prob- 
ably a church play. 

IV. Cambridge, about 1360 » (Ludus Filiorum Israelis). A school play,* probably. 
William de Lcune and Isabel his wife gave at their admission into the gild of Corpus 
Christi 20 8. 12 d. for alms, and expended in Ludo Filiorum Israelis half-a-mark. 

After 1544 there were many plays. In 1546 Jephtha was acted at 
Christmas, In 1564 Queen Elizabeth was present on Sunday,* Aug. 
6, at a performance of Aulularia, on Monday of Dido, on Tuesday of 
Ezechias, which was written by Nicholas Udall. School plays, even 
when on Biblical themes, are an offshoot from the mystery play, and 
should be kept distinct. 

V. canterbury, time of Henry IV (Play of Corpus Christi by the crafts). Evidence 
not at hand. Possible, but out of the district where such plays were in vogue. The lack 
of allusions to these plays is significant. 

1501-3 (Three Kyngs of Coleyn, on Twelfth Day).8 A special play in connection with 
a banquet at the Guildhall. Noteworthy for a description of horses constructed of can- 



1 Records of Aberdeen, p. 451. 

s Sharp, p. 34 : also Lyson^s Magna Britannia, Cambridgeshire, p, 89 ; also for items. 
The Antiquary, vol. 7, 1883, p. 25. 
> Not 1355, as given by Stoddard. 

< Retrospective Review, vol. 12, pp. 7-11 ; Masters, vol. 1, p. 5. 
6 Nichols, vol. 1, p. 186. e Ninth Report of Hist. MSS. Commission, p. 197. 



Digitized by 



Google 



Digitized by 



Google 



Charles Davidson — English Mystery Plays, 99 

seem that the play which is extant, Abraham and Isaac, was such an 
isolated play, and not one of a cycle/ 

vn. Dunstable, 12th century (St. Catherine}). A cloister-drama, probably in Latin. 
YTII. Edinburffh, 1608. A play by John English and his company, being the players of 
the King of England, before James IV at his nuptials with the Princess Margaret at 
Edinburgh.* The records say- 
Dec. 1554. The "litlll farsche and play'* made by William Lander to be performed 
before the Queen.s 

1568. Payment to William Adamsoan for a play made for the triumph of our sover- 
eign Lady^s marriage. 

Payment to William Lamb for setting forth the play. 
Pasrment to all the writers who wrote the play. 
Payment to Patrick Doran for writing certain plays.4 

The Records of Edinburgh are remarkable for their silence con- 
cerning plays. In 1603 an ordinance in restraint of plays was passed, 
from which one infers that English innovations were not viewed 
wholly with approval. In 1654 the city built a play-field* at heavy 
expense, and there are several entries of that year relating to plays." 
Plays, however, do not seem to have prospered in Edinburgh, and 
evidently the city had no craft plays. 

IX. ''Gloucestershire, 16th century. At Christmas. A kind of miracle play with 
the characters of Herod, Belzcbub, and others.'' Probably a mumming in character, 
surely no mystery play.^ 

X. Heybridge, Essex, 163S, no data accessible. 

XI. Lancashire, 1809. A mumming similar to that of Gloucestershire. 
XII. Leicester, 1477 (Passion Play). A play presented by certain players who ac- 
counted to the city for receipts. The money and stage properties were devoted to the 
support of the processional pageants.^ 

1546-1571. Church plays at Church of St. Martin probably. The above appear to have 
been connected with the '' Reading of the Passion on Palm Sunday.'' • 

There were plays also at other churches.io 

St. Mary's church, 1491. Paid to the players on New-Year's day at Even in the 
church, vi d. 

1499. Paid for a play in the church in Dominica infra octave Epiph., ii ». 

XIII. Lincoln, 1564 (Play of Old Tobit). An occasional play, played at Broadgate in 
July. There is no sign that It was repeated." 

XIV. London, 12th century (miracle plays). " London, instead of theatrical shows 
and scenic entertainments, has dramatic performances of a more sacred kind, either 
representations of the miracles which holy confessors have wrought, or of the passions 
and sufterings in which the constancy of nuirtyrs was signally displayed." is 

These were probably Latin plays in churches and cloisters. 



1 Modern Language Notes, vol. 7, No. 6, p. 339 ff. 
s Collier, vol. 1, p. 39; also Warton, vol. 2, p. 305, note, 
s Extracts from the Records of Edinburg, p. 206. < Dalzell, p. 32. 

» Op. with WindmillhUl at Aberdeen, the play-fleld of Ncwcastle-on-Tyne, and the 
plain for sports in Cornwall. 
• Extracts from the Records of Edinburgh. 

' For text of a similar play, see Notices of Leicester, Wm. Kelly, p. 53. 
« Kelly, p. 27. » Kelly, p. 23. lo Kelly, p. 14. 

" Gentleman's Magazine, vol. 54, p. 103. i« Survey of London, p. 214. 
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dent with the decline of the mystery play would be instructive, but foreign to the study 
of the mystery. 

XIX. Sleaford, 1477. Gild of Holy Trinity (Three Kings of Ck)loflrno on Corpus 
Christi day. and Play of the Ascension). Probably tableaux with explanatory speeches. 
Possibly full plays By the crafts.^ 

XX. Tewkesbury. 1578, 1585. Probably church plays. 

XXI. Winchester, 1487. By alms boys (Christi descensus ad inferos). Played by the 
choir-boys of Hyde Abbey and Saint Swithin's Priory before Henry VII on Sunday 
during dinner, on occasion of the birth of Prince Arthur.* A cloister drama. 

XXII. Windsor, 1416 (St. George of Cappadocia).i To entertain the Emperor Sigis- 
mund. Probably a dumb show. Belongs with the pageants and plays of St. George 
elsewhere exhibited.^ 

XXin. Witney, Oxfordshire, Ifith century (The Resurrection. A dumb show). A 
puppet show in the church.s The same authority refers to similar shows in St. PauPs, 
London. 

XXIV. York, Before 1384. (Our Lord's Prayer). This play when first presented so 
commended itself to the inhabitants of York that a Gild of the Lord's Prayer was 
formed to maintain it. A play of the vices and virtues. The MS., delivered to Arch- 
bishop Grindal for criticism in 1572, disappeared. Played on movable pageant wagons.8 

XXV. York, 1446. (Creed Play). Given by the will of William Revetor, keeper of 
the Corpus Christi Gild, to the gild with the condition that it should be publicly per- 
formed every tenth year in various parts of the city. A considerable play, since In 1635 
the gild plays were omitted because of it. In 15H8 it was sent to Dean Hutton for exam- 
ination. He advised that it should not be played.? Played on movable pageant wagons. 

XXVI. Kendall, Preston, and Lancaster. (Corpus Christi plays seen in the reign of 
James I). '* They call this Corpus Christi Play in my countrey which I have scene acted 
at Preston, and Lancaster, and last of all at Kendall, in the beginning of the raigne of 
King Jame8.''8 

An anecdote by Rev. John Shaw, 1664, of a man sixty years old who saw once at 
Kendall a Corpus Christi play where there was a man on a tree and blood ran down.* 

XXVII. Cornwall, Queen Elizabeth's reign. (Guary myracle play). A cycle of three 
plays. Played in a circular plain prepared for the purpose." 

XXVIII. Newcastle-on-Tyne, 1426-1589. Plays undoubtedly older than 1426. Played 
in a fixed spot, not on movable pageant wagons.u The pageants were, however, carried 
in procession to the place of acting. 

XXIX. Wymondham, 1549. ''This was doone before Midsummer, and so it rested 
till the sixt of Julie, at which time there should be a publike plaie kept at Wlmondham, 
a town distant from Norwich six miles, which plaie had beene accustomed yearelie to 
be kept in that towne continuing for the space of one night and one dale at least." 
Advantage was taken of the concourse of people to foment rebellion.is 

The list as analyzed yield the following : — 

1. Cycle mystery plays by craft gilds, on movable pageant wagons, 
—Chester (IV), Coventry (V), Worcester, and York. 

2. Cycle mystery plays by craft gilds, not on pageant wagons, — 
Newcastle-on-Tyne (XXVIII), Woodkirk. 



1 Oliver, History of the Holy Trinity Guild at Sleaford. 
« Warton, vol. 2, p. 394. « Collier, vol. 1, p. 20; Marriott, p. xxvi. 

< See p. 90. 6 Lambarde, p. 469. 

6 Toulmin Smith, p. 138; York Plays, pp. xxviii, xxix ; Da vies, p. 265. 
"i Smith, p. XXX : Davies, p. 268 ; Register of the Gild of Corpus Christi. p. 24. 
> Weever^s Funeral Monuments, as given by Sharp, p. 133. 
» Halliwell-Phillipps, vol. 1, p. 48. lo Cut of field, Borlase, p. 197. 

" Brand, vol. 2, pp. 309-379; also in the account of each craft. 
II Holinshead, vol. 8, p. 963. 
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a stady of the prosody of the plays involves the discussion of nearly 
all the forms of Middle English metre. It seems best, therefore, to 
consider in brief the genesis of the leading types of English mediae- 
val metres. 

The Latin of the Middle Ages was the reservoir from which the 
Western literatures in common drew their metres. Within the cen- 
turies preceding the rise of national literatures, the Latin of the 
church had ceased to regard quantity, and had conformed to the 
vulgar dialects in placing the stress upon the root syllable. Conse- 
quently the monkish verse was an accentual verse, which, however, 
although regardless of quantity, still gave heed to the regular suc- 
cession of stressed and unstressed syllables. 

This verse under the influence of accent assumed new characteris- 
tics. The metrical foot and the word became coincident, the line 
with feminine ending prevailed, rime arose, and becaase of the fre- 
quent occurrence of similar endings in Latin, that species of rime 
known to the French as * entrelacee,' or * lac6,' where a succession of 
lines, mounting sometimes into the hundreds, have but one rime, be- 
came a famous metrical resource. 

The verse forms became fixed as types which were recognized as 
the proper vehicles of expression, each for a variety of literature. 
Thus the T-accent line, or septenar, was used in satirical or political 
poetry. Stanzaic formations, from which arose the 12-line stanza to 
which the English metrical romance writers were so partial, are 
found in church proses and Latin church mysteries. 

From these Latin metres directly, or through the medium of the 
French, arose the English metrical lines, which were, in general, of 
three varieties : the 7-accent line, or septenar, the 6-accent line, or 
Alexandrine, and the 4-accent line. These lines were combined in 
various ways to form stanzas ; sometimes a model already established 
in French or Latin was followed; sometimes a new stanzaic form, 
the product of national genius, was originated ; but in ultimate 
analysis each stanza can be resolved into lines of the three types — 
the possible occurrence of a 5-accent line will be discussed later — 
unless it be a direct imitation of a less usual French or Latin type. 

The Latin septenar was cultivated in England. It was used for 
political poems from the time of King John, and probably earlier, 
and was the customary form for the goliardic poems which usually 
pass under the name of Walter Map. From this line and the stan- 
zaic structure arising therefrom, sprang, without the aid of French 
influence, as I think, the typical form of the septenar stanza in the 
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Elizabethan age, compelled a compromise and saved our prosody 
from the level monotony of excessive uniformity of movement. 

However, it is sufficient for this discussion that the reader should 
abandon as futile all attempts to analyze into classical feet the Eng- 
lish verses which follow, and read them with natural stresses, run- 
ning the unstressed syllables as nearly as possible in a recitative mono- 
tone. Semi-stresses occur, occasionally two semi-stresses take the 
place of a full stress, and often a slide or prolongation of a stressed 
syllable, or a caesura, is the only separation between two stressed 
syllables ; but these semi-stresses, for the sake of simplicity of pre- 
sentation, I have ignored, using only the breve and the macron for 
unstressed and stressed syllables respectively. 

Another agent in the formation of this stanza was alliteration, for 
which the poetic consciousness of the people still made its demands. 
The letter-rime, coinciding with the stress, heightened the accent, 
and rendered the unstressed syllables of still less importance. The 
old alliterative verse was very similar to the first half-verse of the 
7-accent line. The Northern poets took the septenar line in its 
stanzaic form and laid upon it the requirements of their ancient 
poetry, thus building for themselves a characteristic stanza, distinc- 
tive, as I believe, of the poets north of the Humber. 

It becomes necessary now for us to trace in support of these prop- 
ositions the rise of the septenar stanza, and to note carefully the 
laws of its formation. Of the Latin septenar of the thirteenth cen- 
tury examples are abundant. It was the usual vehicle, as has been 
said, for political song and satire. 

Ex. 1. The Battle of Lewes. Middle of thirteenth century. 
Lines 1-4. 

Cdlamiis vel6cit^r H scribe sic scrib^utis, 
Linerua laudabilit6r 1 1^ ben^dic^ntis, 
D6i pdtris d^xterd H d6min6 virttitem. 
Qui das tixHa pr68perd I qududo vis ad niitum : 

_^_„ ,_^ 

— \J — ^ U — \J It ■— K0 -^C ~"* '^ 

a a b b etc. 

Characteristics : — Rime by couplets, no stanzaic structure, mascu- 
line caesura, feminine rime, stress follows the caesura, trochaic move- 
ment, regular succession of stressed and unstressed syllables, caesura 
regularly divides verse into a first half of four accents and second 

1 Wright, p. 72. 
Trans. Conn. Acad., Vol. IX. October, 1892. 

8 
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Characteristics :— The intrusion of the dactylic movement in every 
verse position except the second, otherwise as Ex. 2. In the poem 
this stanza is preceded and followed by septenar stanzas on the 
model of Ex. 2. 

Ex. 4. De Pravitate Saeculi.* Lines 29-33. 

S^d ne v68 detinedm I turbin6 sermonum, 
m^indi cdput c6miit \ n6n bab^t patr6num : 
iibindm est h6di6 I rfrtus Scipi6nuixi, 
Mdrcelliisque loqu&x I et n6miDa vdna Cat6Dum ? 






Characteristics ; — The tendency shown in Ex. 3 has been reduced 
to system, the fourth verse becoming dactylic by the loss of one 
stress in the first half-verse and the removal of stress from the 
syllable immediately following the caesura. There are many irregu- 
larities in this poem, but the intention of the author seems evident 
from such fourth lines as — Jupiter esse piiim || statult quodciimque 
juvaret. 

We return now to Ex. 1. This passage rimes at the caesuras by 
couplets, and can therefore be written as two quatrains. But these 
quatrains were easily bound together into one stanza by alternating 
rime, as is shown by the following lines taken from the same poem. 

Ex. 5. Lines 159-162. 

tnfer^ntcs miseris * — u - 

Qui non stint corddti, 
N6c dlvini muneris — *-* - 

6r&tid flrmati, 
Cdrnis desidferiis — ^ " 

dnimdles ddtU ^\ 

C6jus {mmunditiis, 

br{ttis c6mpardti. 

Since the Latin 7-accent line was not inconveniently long, it was 
usually written as such ; but in English the above form was favored, 
and, through the prominence thus given to the caesura, riming half- 
verses increased in frequency, and one type of English stanza be- 
came fixed. 

Another form of stanza arises from a different combination of 
7-accent couplets of the type of Ex. 1. The two couplets given as 
Ex. 1 may be written by taking the first half-verses alternately, and 




1 Poems of Walter Mapes, p. 159. 
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Characteristics :— On the model of Ex. 1, but with confusion of 
trochaic and iambic movement, a tendency to insert an unstressed 
syllable after the caesura in iambic lines ; usually the first half- 
verses of couplets have the same movement, the change, when made, 
arising from the stressed or unstressed condition of the vowel follow- 
ing the csesura. The example illustrates unintentional rimes, the 
first couplet riming at the caesura, the second not so riming. 

Ex. 8. The Lament of Simon de Montfort.* First stanza. 

Chaunt^r m*est6it, mon cu^r le voft, II en Cin dur6 langrdgre. 
Tut 6n plordunt fust fet le cbdunt I de n6stre dus bdrondgre. 
Que pAr la p^es, si loynz apr6s 1 se lesserent detr^re, 
liur c6r8 trencher, e d^menbr^r, I pur sAlver fenglet^rre. 
Ore ^st oc^s la flur de pria, 1 qe taunt savcSit de gu^re, 
Ly qu^ns Montf6rt, sa dure mort | molt 6nplorrtl la t^rre. 

^j— 0"~" U •— « — »tO — 0"~"0'""Y 
4J m^U — U — W — "U — UU— O— ^ 

O— U-— O^— U— IIU-— o— u-^ 

Characteristics : — This stanza is formed according to one form 
cited by Dante,* two couplets (pedes), and a closing couplet (cauda). 
The change to iambic movement is complete, and is accompanied 
by the insertion of an unstressed syllable after the caesura ; the rimes 
become masculine through the influence of the iambic movement. 

The lines, however, contain concealed rimes at the second and 
fourth stresses, rendering possible a stanzaic scheme as iambic 
dimeter. The first couplet forms, then, a stanza thus — 



u — o — -^ 
o—u— ^ 

o— u — ^y 



a a b c c b. 

This stanzaic structure passed into English, and was cultivated by 
Dunbar," Wyatt,* and others. 

As derived from the Latin septenar with double feminine rime and 
trochaic movement, it must be of a very early date, as it is found in 
the hymn on the Epiphany* of the ninth century, with the following 
scheme — 



— o — o -^J 



H a b c c b. 



1 Wright, p. 126. » Dante, p. 232. 

» Vol. 1, p. 93,—" Of the Ladyis SoUstaris at Court." * Guest, p. 587. » Guest, p. 686. 
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Ill 



The ballad staDza is, however, customarily written in four verses ; 
thus, in * Lady Isabel and the Elf -Knight,' first stanza.' 






Or in * Georgie,' * second stanza — 






It may be added in passing that a rare form of ballad stanza, that 
of the *Not-browne Mayd," is derived from the iambic dimeter 
under Ex. 8. Second stanza. 






o- 



o- 
o - 



— o — ^) 



- o - 

-o- 

- u- 

-o - 



O U U v^ 

o u — ^J 



This affords an illustration of the resolution of the full stanza of 
Ex. 8, and keeps the proportion of the type between * pedes ' and 
* Cauda.' 

To return again to the septenar, and cite additional illustrations 
of the close modeling of the English stanza upon the Latin. 

Ex. 11. A song.* Fifth stanza. Southern dialect. 

Re stille, ]>ou f6l, y cdlle )>ou Hbt, 8 c^st ]>ou n^uer bl^nne? 
ydM art waited ddy & n^ht I wij> f^der & dl my k^ne ; 
b6 jK>u in ml bo<ir ytdke, I l^te bey f6r no s^nne 
m6 to hiSlde, & J?6 to 8l6u : \ Jje d6j> so }>ou maht w^nne? 



- Kj • 



-u - 



~«j - 






Characteristics : — Those of Ex. 
entrelac^e. 

I ChUd, vol 1, p. 67. 
8 Percy, vol. 2, p. 193. 



2 and Ex. 9 feminine rimes and 



« Child, vol. 7, p. 140. 
4 BOddeker, p. 172. 
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The examples of the septenar stanza have so far been drawn from 
the Southern and Midland dialects, with the exception of certain 
ballad forms. Alliteration has played no important part in the verse. 
The stanza has been bound by no laws not absolutely necessary for 
its formation. As we pass to the North, however, an important 
difference appears. Great technical mastery of this, the favorite 
stanza, is evident. Alliteration becomes prominent and obligatory. 
The verses receive a different arrangement from that known in the 
South. A new type of stanza is established, with a life history of its 
own. 

Of the process by which this result was attained, we know but lit- 
tle. Few records of th6 early attempts of these poets have sur- 
vived. We find the typical stanza, with verse arrangement as in 
the Latin, Ex. 6, fully established, certain requirements in allitera- 
tion recognized, and the poets experimenting with various methods 
of ornamentation. 

It seems best to consider first the varieties of ornamentation and 
structure in a familiar stanzaic form. The example chosen might be 
written as iambic dimeter,* as in Ex. 10, but the stanza would be 
inordinately long. Moreover, this leonine rime was cultivated in 
the North when, oftentimes, it was not carried out with sufficient 
regularity to admit of resolution. In my opinion the author in- 
tended this for a septenar stanza in 4's and 3'8, without riming pri- 
mary caesuras, i. e. at the close of the 4's, and with entrelac^e long 
lines, i. e. entrelac6e S's, although the lack of rime with the primary 
caesuras is very unusual. 

The development of the stanza can, then, be briefly stated as fol- 
lows — 

1. A septenar stanza of six verses, the first four constituting the 
' pedes,' the last two a closing couplet, or ' cauda.' 

2. The first four verses rime entrelac^e. 

3. Structural alliteration imposed upon the V-stress line. 

4. Resolution of the ^-stress lines, forming a l2-verse stanza, 
without riming primary caesuras, but with secondary caesuras fol- 
lowing the second stress in the 4-stre8s verse. 

6. Leonine rime in the 4-stress verse, which might, therefore, be 
written as dimeter, since the rime is carried consistently through 
the poem. 

A word concerning structural alliteration is here in place. The 
Old English verse measure was based in great part on alliteration. 



1 Schlpper, vol. 1, p. 366. 
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u = 


= U tiy, ^ y, ^z 




U O — u s^\ 




" OU«/ 


o- 


— u — ».o — u— J 










o- 


— u »/ u 




u — u ^ 


o- 





xbxbxbxbxcxc. 



As regards the allitera^tion, — in three cases, one syllable in the first 
half-verse, two in second, of full septenar line ; in one case all three 
syllables in second half-verse. This is probably due to the difficulty 
of preserving both leonine rime and alliteration in the first half-verse. 
In one verse, the first of the closing couplet, there is no alliteration. . 

The above example was an ambitious attempt at leonine rime by 
an author who had apparently found no model for a complicated 
stanzaic structure. Such a type was perfected by other poets, the 
earliest and most radical divergence appearing, so far as we know, 
in the Northern ' Evanffelium Nicodemi.' * 



UU O — O —'O - 
UbsO as U asO- 

OsszU U s 

O^Obs U O a 

U OB U O a 

O O - 

<^=«^— <^=B ^ ababababcdcd. 



In this the double quatrain with masculine rimes, an important 
modification of Ex. 15, is established, and the 3stress quatrain cauda 
appears. This form of cauda is one distinguishing feature of the 
Northern stanza, but we refrain from discussing the stanza until it 
appears in its full development. 

This, the typical stanza of the North, is reached by the substitu- 
tion of 4-stress lines for the 3-stress lines of the double quatrain of 
Ex. 17. 



1 Evansrelium Nicodemi, Arctaiv fUr neuere Sprachen, 1874-6, Nos. 53, 54. 
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Ex. 18. York Plays, No. X, stanza 1. 

Orett g6d. | yeX Alle )>is w6rld | has wro6grht. 
And wisely- w6te I both grud and file, 
I thdnk hym thrdly I in my thought 
Of dll his lAue ] be l^ns me tille. 
That )>u8 fro bdrenhede I b^ mo br6ffht, 
A hundereth w^'nter 1 16 fulfille. 
Thou grAuDte me m^ght | so )>dt I mought 
6rdan my w^rkis I After J>i wille. 
F6r in this 6rthely l^-ffe 
Ar n6n to g6d more boune, 
Th^n is 1 and my w^ffe 
For frenshippe w6 haue foune. 




aba bab a boded. 

This stanza illustrates the typical septenar stanza within the limits 
of the ancient North umbria. It is, however, an imperfect example, 
since signs of deterioration are present, especially as regards allitera- 
tion. Possibly a perfect specimen was never produced. But such 
as it is, it will enable us to establish the characteristics of the stanza, 
and will give us a starting point from which to trace the variations, 
expansion, and disorganization of the stanza in its later history. 
With immaterial changes this form appears in the York plays II, 
X, XI, XX, XXIII, XXIV, XXVII, XXXV, XXXVII, XLIV, and 
in portions of XII, XV, XVII. 

Characteristics : — 

1. A tirst section of eight verses with two alternate rimes. Varia- 
tion in this section marks extreme deterioration of stanza. 

2. A second section, consisting of a S-stress quatrain. 

This frequently contains six verses, and may vary in the method 
of riming. 

3. The regular iambic movement. The stanza drifts steadily 
toward the anapaestic movement, finally exceeds it in the number 
of unstressed syllables, and breaks down through lack of carrying 
power in the voice ; then irregular accents are introduced, and the 
first verses of the stanza receive five or six accents. 
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4. In alliteration this stanza shows — 

a) The type, in verse 3. 

b) Cross alliteration, in verse 8. 

c) Double alliteration with one syllable a semi- stress, in verses 1 
and 5. 

d) Alliteration with unstressed syllable, in verse 7. 

e) Deficient alliteration, in verses 2, 4, and 6. 

/) The presence of but little alliteration in the second section. 
All the stanzas of these York plays show some iiTegularities, but 
many have ft^wer exceptions than this. 

5. Distinguishing marks of early formation — 

a) Lack of excessive alliteration. 

b) Regularity of iambic movement. 

c) Typical rime in second section. 

d) Absence of ' bob.' 

Whether the double quatrain stanza, with structural alliteration 
and masculine rimes throughout, is of earlier or later construction 
than examples 17 and 18, admits of doubt. 1 incline to think it later, 
and formed from Ex. 18 by omitting the cauda. In any case there 
is proof that the same author wrote in both stanzas at a time when, 
if the evidence can be trusted, a poet usually confined his efforts to 
one style of English verse. The similarity of these double quatrains 
to Ex. 18 is quickly seen. 

Ex. 19. York Plays No. YIII, last stanza— 



a b a b a b a b.s 



In Ex. 18 the beginning of stanzaic deterioration, as shown by ir- 
regularities of alliteration, was noted, but in neither Ex. 17 nor Ex. 
18 was there any variation from alternate riming. This, together 
with masculine verse endings, must be retained so long as conscious- 
ness of the origin of the stanza from the English septenar is present. 
But with the loss of the tradition a departure from the type may be 
expected. Now in the Latin stanza the entrelacee rime was the 
favorite ; therefore contamination of the English type through 




1 See p. 143. > A curve should extend to the last line« as to the precediDgr. 
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entrelac6e rime might be expected. Furthermore, as a correspon- 
dence between the sonnet and this stanza oftentimes holds as regards 
the division into octet and sestet, so here we might expect to find, as 
in the sonnet, that the cauda departs more readily from the estab- 
lished type than does the double quatrain. Accordingly, since we 
have found deterioration in alliteration in the work of this poet, 
we need not be surprised at finding entrelac^ rime in the cauda of 
his stanza. 

Ex.20. York Plays. No. IX. Stanza 1. 




ababababcdcocd. 



The author is evidently experimenting, since he misses through 
the insertion of the first line of the cauda a favorite riming form of 
the Coventry and Woodkirk plays, a type that had at a later date a 
profound influence upon the septenar stanza. 

The alliteration is excessive, but the iambic movement is fairly 
regular, and rime tests, as we shall see later, go to prove this play 
the work of the author of X and VIII. Comparison with play 
XXVI, which follows, will immediately reveal the difference in 
stanza, although the riming is the same. 

Ex. 21. York Plays. No. XXVI. Stanza 4. 



<y V u ^— ' ij o -^s It o i^B uo ■= 

OU O — — O =s «J !• SSSSO fjtm 

O O O ^bkU *JU ■sm ** U ^^^ O •- 

tJ ■ I Uij^^Uf ^Bs O O 9 

u tj ^— o — — u o e 
O ^B u o — uo r 

iiUsas O —4/4/- 
O 3^ </</ a— ax Oua 



ababababodcood. 
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The direction of the deterioration is evident. All stressed sylla- 
bles but two, and four unstressed syllables, have alliteration in this 
stanza. Such overloading with alliterative sounds destroyed all 
sense of their proper function. The first half -verses have passed the 
bounds of anapaestic movement. The voice naturally places a stress 
upon the first unstressed syllable, thus transforming the verse into 
a 5-8tress line and destroying the stanza. It is significant that this 
quasi 5-stress line was considered the most suitable for royal person- 
ages. Many instances might be cited of this anticipation of ' Mar- 
lowe's mighty line.' 



XIX. 
CERTAIN STANZAS OF THE MYSTEBT PLATS. 

The later forms of the seplenar stanza do not particularly concern 
us, as they lie outside of the Mystery Plays. I will therefore pass 
over them rapidly, giving the stanzaic schemes for completeness of 
view and for comparison with the Southern stanza toward which 
they gravitated. 

Ex. 22. Prologue to the Eighth Book of the iEneid by Gawain 
Douglas, date 1513.' Last stanza. 
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n uuu —"" 


UU' 


Oo^ 


UOUU-^xUUiUss 


oou- 
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■S^OfifU-^ 
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OC^(^=s 
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^=O#.0a-B 
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OOi'O ^ 
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'^B UttU^ 
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o«. 


OOO ^nOOfi U — OO; 
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^BS ?BS OOO 
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— oo . 


^~~ 




<^ 


_ U 






ababababcdddo.a 



Lines 4 and 5 have the same alliterative letter, the letter s. 
Ex. 23. The Howlate of Holland, date 1450-64.' Stanza 2. 



1 Schipper, yol. 1, p. 221. 

> In the first line, the macrons (— ) should each be read as double macrons (=), and 
another one should be inserted Just before the caesura. 
» Pinkerton, vol. 8, p. 147. 
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Lines 1 and 2 alliterate on g, lines 3 and 4 on b, lines 5 and 6 on 1, 
lines 8 and 9 on t, lines 12 and 13 on b. 

So similar are examples 22, 23, and 24, that I do not hestitate to 
pronoance them products of the same school. Examples 23 and 24 
were possibly by the same author, and written in the neighborhood 
of Carlisle. 

It would seem, then, from the evidence of the stanza, that 1500 is 
too late for Gawan and Gologras, and 1350 a date much too early 
for the ' Anturs.' 

Ex. 26. Of Saynt John the Euaungelist,' date about 1440.' 
Stanza 1. 
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ababababccdccd. 



Each alliteration is carried through two lines. The first short line 
recasts the thouglit of the last long line. It is impossible to deter- 
mine with certainty whether these more corrupt forms are de- 
scendants of the septenar stanza, or are offshoots from the Southern 
stanzaic forms. 

Ex. 27. Susanna,' date about 1360.* Stanza 1. 



UOU""OUO«» n ou 
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I E. E. T. 8. No. 28. > Schipper, vol. 1, p. 230. » Angrlia, 1, p. 93. 

* Schipper, vol. 1, p. 219, given on the authority of Horstmann. 
6 Insert a breve before last breve of sixth line. 
Trans. Conn. Acad., Vol. IX. October, 1802. 
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play, modification of the play in compliance with the taste of the 

period was an easy matter. This stanza, with various modifications, 

appears in York plays XXVIII, XXIX, XXX, XXXI, XXXIII, and 

stanzas or portions of stanzas, formed unmistakably upon the same 

verse pattern, are found in the Woodkirk, the so-called Coventry, 

and even in the Chester plays. 

This stanza, as the earlier septenar, had a life history of change 

and deterioration. Sometimes the excessively long lines broke into 

two, with riming caesuras and the development of new stresses. Such 

verses, in process of resolution, exist in Pilate's speech in the Ch 

play, ' The Resurrection :' 

For I am prince pearles. 
Most royal man of riches, 
I may deale and I may dresse. 
My name Is Sir Pilate. 

In these lines the alliteration has suffered injury, and the rime has 
been lost. They are a weak imitation, almost a prose version, of 
such lines as York XXXII : 

For sir Pilate of pounce as prince am y preued 
As renke most royaU in richeste array— 

and the Woodkirk * Flagellation : ' 

Say, wote ye not that I am Pylate« perles to behold ? 

An earlier form of the same appears in W, * Consp. & Captio : ' 

Cayphas. 

Syr Pilate, prince of mekylle price. 
That prevyd is withoutten pere— 

which lines form the beginning of an ababababcdcd stanza. 

Furthermore, the bonds of rime were loosened, and sometimes the 
long lines passed towards the boundaries of rhythmical prose. This 
is illustrated by Y XXXI, " And drawe to no drofyng, but dresse 
you to drede, with dasshis," where "drede" rimes with the second 
line below, and "dasshis" with the fourth ; also by Y XXXII, 1. 10, 
where *' To knawe " has no afliliation with the verse structure, and 
calls to mind similar versification in legends and romances. 

Again, the breaking of stanzaic structure by the indefinite exten- 
sion of the pedes of the stanza, as in Y XXXII, stanza 2 ; in Co 
XV, in Joseph's second speech ; in Sir Gawain and The Green 
Knight, and elsewhere, led to the establishment of a species of 
verse, riming in most cases it is true, but with an irregular suc- 
cession of stresses and tending toward a rhythmical prose. An 
investigation of the transformation and relationship of this stanza 
would yield rich results, but we must leave it as a task for others. 
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With the more difficult rime a a b a a h, this stanza occurs also in 
the Woodkirk plays — 

VII. The Prophets. 
IX. Caesar Augustus. 
XXII. The Flagellation, in the part of the Tormentors. 

Also in the Chester play, The Shepherds, among other stanzas. 

This stanza is interesting as the germ of the metrical-romance 
stanza, which was possibly rejected by the writers of drama as too 
monotonous. The following partial lists will illustrate its use — 

aabaabccbccb. 
Romance of Duke Rowlande and of Sir Ottuell of Spayne.* 

aabaabccbddb. 
Amis and Amiloun,* 
Libius Disconius,* 
The King of Tars,' 
Mary Legend, No. II.* 

aabccbddbeeb. 
The Romance of Athelston,* 
Emare.' 

Romance of the Emporor Octavian,^ 
Erl of Tolous and the Emperes of Almayn," 
Le Bone Florence of Rome," 
Sir Isumbras." 
Rouland and Vernagu," 
Torrent of Portyngale," 
The Wright's Chaste Wife,*' 
Sir Amadace,** etc. 

Certain other stanzas were of wide-spread use, and appear in the 
different cycles of Mystery Plays. Of their origin it is sufficient to 
say in general that they sprang, for the most part, from the Latin 
stanzaic forms of the church service, especially from the service of 
song. Some of them, also, show evident marks of French influence, 

1 E. E. T. S. No. 35. > K«lbing, No. 2. 

s Ancient English Metrical Homances. 

* Horstmann, p. 508.— Note. KUlbing's criticism. Amis and Amiioun, p. XIV, of 
Horstmann^s statement concerning the rime, is itself incorrect, as Horstmann speaks 
of the Mary Legend, No. II, but KOlbing of the Mary Legend, No. I. 

> Reliquae Antiqusc, vol. 1, p. S5. s Ancient Metrical Homances, vol. 2. 

7 J. O. Halllwell. « G. LUdthe. 

» Ancient English Metrical Romances. lo J. O. Halliwell. 1 1 E. E. T. S. No. 39. 

" E. E. T. 8. Extra Series, No. 51. >» E. E. T. S. No. 14. h Robson. 
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In Ch I, p. 29, Out ! alas ! what aylith me ? 
I am nacked well I see ; 
Woman, cursed moth thou be. 

In Co, p. 27, Alas ! alas ! ffor this fals dede, 

My flesly frend my fo I fynde, 
Schameful synne doth us unhede, 
1 se us nakyd before and behynde. 

Ill W the play is lost. 

The exclamations of devils in torment — 
In J, p. 24, Belgibuz, — Harou, je suis tout forsonnez. 
In V. T, vol. 1, p. 18, Lucifer, — Harau, Harau ! je me repens. 
In Y, p. 5, Lucifer,— Owte, owte ! harrowe ! helples, slyke hote at* 
es here. 

In W, p. 4, Demon, — Alas, alas, and wele-wo ! 

In N," Diabolus, — Put off Harro, and well away. 

In Ch, vol. 1, p. 17, Demon, — Out! harrowe ! wher is our mighte. 

The salutation — 

In J, Gabriel — Ave Maria gratia plena. 

Marie, Dieu te sault, Marie. 

In D,* vol. 1, p. 188, Gabbriello,— 

Salviti Dio, che se' di grazia piena : 
Teco si trova il gran Signore Dio. 

In Y, p. 98, Angel — Hayle ! Marie ! full of grace and blysse. 
Cure lord god is with )>e. 

In W, p. 74, Gabriel- 
Hay lie, Mary, and welle thou be, 
My lord of heven is wyth the. 

In Ch, vol. 1, p. 94, Gabriell— 

Heale be thou, Marye, mother ffree. 
Full of grace, God is with thee. 

In Co, p. 112, Gabriel— 

Ave Maria gratia plena, Dominus tecum ! 
Ileyl, fful of grace, God is with the. 

Mary's consent — 

In J, p. 50, Ainssy soit fait com tu me dis. 

In D, vol. 1 p. 189, Ecco I'Ancilla del Signore Dio : 

Sia fatto a me secondo il tuo dir pio.* 

1 The use of the pronoun *at' shows the expression to be old, otherwise the scribe 
would have changed it as elsewhere. The evident introduction of * helples* to alliter- 
ate with * harrowe' shows that the favorite expletive was considered necessary. 

« N stands for Noah's Ark, Newcastle-on-Tyne, Sharp's Diss. p. 224. 

s D stands for A. D'Ancona, Sacre Kappresentazioni. 

4 See the extract of the church service on p. 179 of the same work. 
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In Y, p. 99, Goddis handmayden, lo ! me here, 

To his wille all redy grayd. 
In W, p. 75, I am his raadyn at his hand. 

In Ch, vol. 1, p. 35, Loe ! Godes cossen meklye here. 
In Co, p. 114, Se here the hand-mayden of oure Lorde, 

Aftyr thi worde be it don to me. 

The stage direction — 

In J, p. 50, Cy descende 1 coulom qui soit fait par bonne manidre. 

In D, p. 189, Allora lo Spirito Santo discende sopra di lei, ed in 

cielo si fa grandissima festa, e I'Angelo ritorna in 

eielo. 
In Co, p. 114. Here the Holy Gost diseendit with iij. bemys to 

our Lady, the sone of the Godhed vest with iij. 

bemys to the Holy Gost, the fadyr Godly with iij. 

bemys to the sone, and so entre alle thre to her 

bosom, and Mary seyth. 

It is absurd to suppose, because of the above coincidences, that 
the writer of each English play had the Italian and French plays be- 
fore him. The Bible narrative was familiar to each writer. This 
sometimes necessitates the action, sometimes the language seems the 
natural outcome of the situation ; both reasons would operate as con- 
servative agents to prevent change in the church play. I think one 
is forced to admit that there must have been a uniformity of action 
and of expressions closely connected with action, in the important 
situations in church plays, similar to that obtaining in the liturgy 
itself, and that, in many instances, the agreements of plays in short 
passages and in the sequence of action is due to the essential identity 
of the church models from which these plays sprang. 

But further, if it can be shown that the action of the Chester plays 
agrees with the action of other English plays at points where all or 
several disagree in action or accompanying words with the continen- 
tal plays, a divergence of the English church plays from the customs 
of the continent will be established, and the Chester plays will fall 
into the category of English plays, though in the Anglo-Norman 
tongue. 

Unfortunately, the French texts necessary for the settlement of 
this question are not accessible to me. I can simply contribute one 
item, and must pass on to other matters. A significant agreement 
between Ch and W may be a case in point. I refer to Peter's 
speech after cutting off the ear of Malchus, — 
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In Ch, vol. 2, p. 31, Goe no we to Cayphas, 

And byde hym doe the righte. 

In W, p. 188, Go pleyn the to Sir Cayphas, 

And byd hyra do the right. 

The language in Y and in J is different, although the situation is 
the same. We return now to the discussion of the cycles. 

IV. The so-called Coventry plays are, I think, the work of one 
author. They are of late date, I should say of the early part of the 
sixteenth century. They have little or no direct dependence upon 
the other cycles. It has been shown as probable that they were 
written in the northern part of East Anglia. 

I am reluctant to advance a theory for their origin, since I cannot 
offer sufficient confirmatory data, but I would suggest that they may 
be the work of some author connected with one of the great religious 
houses of the Fen District. These plays appear to me to rest upon 
church plays that have received their development at the hands of 
those closely connected with the ceremonial of religious life. 

It might be expected that plays, made in such a house for the 
instruction and diversion of rustics, would emphasize the homiletic 
element, and would draw largely upon the Apocrypha.* The fre- 
quent intrusion of Latin with explanatory verses was also a char- 
acteristic of church plays. The stanzas of dimeters, pp. 159, 164, 
180, 348, 353, simulate the Latin hymns of the Christmas time and 
of the Resurrection service. A certain restraint pervades the plays, 
very different from the spontaneity of the York and Woodkirk plays. 

It would seem that these plays were recast by one writer into 
cyclic form. The fragmentary condition of many stanzas may 
arise in part from imperfect re-working of the material ; but this 
conclusion cannot be drawn with confidence, since at this date the 
alternation of stanzaic schemes within a single play or poem seems 
oftentimes to have been favored for the sake of variety. I have 
nothing to offer concerning the indications that the cycle was in the 
hands of a traveling troupe, monkish or otherwise. 

V. The craft plays of Coventry were in close connection with the 
York and Woodkirk cycles, as is proved by the dependence of the 
Weavers' play of Coventry and the * Pagina Doctorum' of Woodkirk 
upon York XX. A common source must, I think, be postulated for 
the Coventry 'Nativity,' the Chester ' Salutation,' and the York XII. 



I For Apocryphal agreements In * The Barrenness of Anna/ * Mary In the Temple/ 
* Mary*s Betrothment/ etc., see Hone. 
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Whether this source is an earlier play, or whether each is independ- 
ently based upon Luke, Chap. I, will be the theme of a later chapter.' 
VI. The cycle of Newcastle on-Tyne has disappeared, except the 
play of Noah's Ark. This play has been grievously modernized, to 
the destruction of the stanzaic structure. Here and there a sem- 
blance of the original stanza can yet be detected and the stanza 
restored, but such instances are rare. 

Noah Bespondit. 

Even wo worth thou fouled sin. 

For all too dear thou must be bought, 

God for thanks he made mankind. 

Or with his hands that he them wrought: 

Therefore or ever you blind. 

You mind your wife and turn your thought. 

For of ray work I will begin. 

So well were me all forth brought. 

Y IX, Stanza 12, contains the rime series — *6ynne,' 'blynne,' 

* mankynne,' * wynne,' which enables us to restore the above rimes, 

* sin ' = * Kynne,' * mankind ' = * mankynne,' * blind ' = * blynne,' and 
thus to restore the sense of the fifth line. This is then a double 
quatrain stanza, or the pedes of a Northern septenar stanza, possibly 
similar to Y IX. 

Other changes also are necessary. An improved reading for the 
first line would be — 

Ever wo worth the fouled synne. 

In the words, * for thanks,' one fails to detect the verb * vorfence," 

* forthinke,' " meaning * repents.' 

Other portions of the play were, without much doubt, written in 
another stanza. This, then, is a play with two or more stanza forms ; 
])robably a pieced play like some of those in W. The introduction 
of Deabolus is foreign to other known English plays, apparently, 
and indicates French influence, as does the stationary play-field of 
Newcastle. More than this we cannot determine from the scanty 
and corrupt remains of the Newcastle cycle. 

From this cursory view of the cycles, we return now to the York 
cycle, to question it in regard to the interdependence of its different 
plays. 



1 See Chap. XXIV. « Stratmann. « Ilalliwell. 
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These plays are older than the Woodkirk and true Coventry 
cycles, because both W and Co borrowed from the York, though 
not from the extant text of the York. Since the text is a variant of 
the present York, it is probable that the borrowing was prior to the 
registration of the play. It is reasonable to suppose that actors' 
copies were collated with the registered play after the authoritative 
copy was in existence. 

The relationship of author's MS., registered play, and actor's copy 
must be finally made out for each play, even — where there has been 
patchwork — for each scene separately. It is sufficient for our pur- 
pose here to state that, in many places, a text better than the present 
York can be established by the readings of the other cycles ; there- 
fore, in those plays at least, the borrowing was earlier than the regis- 
tration. 

Moreover, in plays of the early septenar stanza, W and Co bor- 
rowed from Y, not Y and these from a common original. The 
proof of this lies — 

1. In the stanza, which does not occur without variation outside 
of the parent cycle. 

2. In the evidence of damage suffered by the stanza at the hands 
of redactors, which is serious in W and Co, and but slight in Y. 

3. In the fact that W pieces plays of Y with stanzas from other 
plays ; see Y XXXVU. 

As regards the question of authorship, I am of the opinion that 
the parent York cycle was the work of one author. This opinion 
rests upon characteristics of phraseology, riming words, style of treat- 
ment, uniformity of verse movement, csBsura, and general rhythni m 
stanzas — matters that must be elucidated in extenso. 

We conclude, then,— 

1. That there was a parent cycle of plays at York. 

2. That W and the true Co borrowed certain plays from this 
cycle. 

3. That this cycle was the work of one author. % 
What, then, were the plays that formed this earliest cycle ? My 

hypotheses are that it contained — 

1. All the plays of the characteristic stanza. 

2. Y VIII and IX as well. 

3. Also W, * Conspiracio ' from "Cayphas" to "Tunc dicet 
Sanctus Johannes." 

The evidence in favor of the admission of Y VIII and Y IX to 
the cycle will be considered first. 
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In Y IX the Btanza departs from the standard in the cauda. The 
typical Cauda is a quatrain ; the cauda of IX is a sestet, riming 
c d c c c d. To my mind this riming series shows Southern influ- 
ence. However, in every other particular, — alliteration, verse move- 
ment, csBSura, the agreement with X and XI is very marked. How 
much this may mean we see by comparing the stanza schemes of X, 
stanza 1;* IX, stanza 1;' and XXVI, stanza 4.' 

It is well to remember that this Y XXVI is the play to which W 
^ Conspiracio' answers, and, as we hope to prove later, supplanted the 
earlier play of the York cycle, as being more in accord with the 
later taste. 

The differences between these stanzas of IX and XXVI are more 
important than is the single circumstance of agreement in rime. 
They are the differences in alliteration and verse-movement that 
mark the degeneration of the stanza. XXVI is later than IX, and 
has its connections with XXX, XXXI, and the remainder of a small 
group of plays, of which the first supplanted the old * Conspiracy,' 
and the rest presented the trials and various incidents prior to 
* Christ led up to Calvary.' This whole group, through style, verse- 
movement, and disorganization of stanza, reveals interesting affilia- 
tions with the so-called Co, and with certain plays of W.* 

In Y Vin the stanza is equivalent to the pedes of IX. It would 
be nothing surprising if an author who was experimenting with the 
cauda of his favorite stanza should try the experiment of dropping 
it altogether. The York cycle, however, contains another play in 
this double quatrain measure, play XXXIX, for the second stanza 
of which the following scheme can be formed — 




This scheme is very different from that of XXVL The verse- 
movement and alliteration agree well with those of VHI and IX, 
but the language seems of a later date. 

It is well to remember that this was a favorite stanza for the four- 
accent verse that sprang from the iambic tetrameter of the Latin, 



1 See p. 110. t See p. 118. t See p. 118. « See p. 1)87. 
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and was widely cultivated in Southern England through French influ- 
ence. In this verse alliteration was never structural, but, especiaUy 
on the borders of the Northern district, simulated structural allitera- 
tion so closely at times, that other tests must be relied upon to detect 
the aflSliations of the verse. In this case the tests will be those that 
would reveal a common authorship. 

In the poems of this stanza the riming series and the riming words 
are important indications of authorship. In each, typical stanza there 
must be four rimes, of which two must contain a series of four words 
each. Redactors may distort the stanza and modernize, or translate 
into another dialect, the riming words ; still, so much of the original 
riming system will remain intact that restoration is commonly a 
comparatively simple task. 

Furthermore, the riming series were few, and the number of words 
of one rime was limited. The poets were so closely bound by the 
fetters of their stanza that a new riming series of six words was a 
discovery of prime importance, and the changes were rung in series 
of four almost to the limits of possible permutations. 

This test, then, of a riming series and of the words that form such 
a series is easy of application, and would afford a ready solution of 
the problem of authorship, were it not for the remarkable uniformity 
in these series as used by different writers. Here lies a serious diffi- 
culty. Certain riming series were common to all writers of English 
for centuries, if, indeed, they are not now employed by the authors 
of hymns. Such are the rimes. upon *be,' *here,' 'will,' *noght,' 
* land,' etc. Other correspondences were confined to certain poems 
in common with the York cycle ; thus the Northern Gospel of 
Nicodemus shows such agreements with the plays of the early 
septenar stanza that one is led to suspect the existence of a school 
of poetry' with headquarters at York, but with disciples throughout 
the North, and continuing through several steps of stanzaic change. 

The necessity of a division of riming series into three classes 
becomes, therefore, apparent. These classes are formed of — 

1. Those series that were used by all writers of Middle English 
verse with masculine rimes. 

2. Those series that seem to mark a common tradition among 
certain poets working in a somewhat similar manner. 

3. Those series that appear to arise from the individual choice of 
the author. 



i This subject merits a special investigation. 
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Our present search is concerned with the third division only, 
although the recognition of the other categories will aid us in the 
interpretation of the data obtained. 

For these rime tests I have selected Y X, as a play undoubtedly 
belonging to the parent cycle ; Y IX, the one whose authorship is 
in question because of the irregular cauda ; Y VIII, one in a differ- 
ent stanza through loss of the cauda ; and Y XXXIX, one agreeing 
in every particular, so far as it has yet been examined, with VIII. 
As a measure for the plays I take Y XI, which is unquestionably of 
the parent cycle. 

XI agrees with X and with no other in rime series upon *■ wiste/ * fell/ *■ name«* ' wise/ 
* fayle/ ' said/ and * kepe/ 

The identical rimes among these are— 

kepe, schepe« X, !M, XI, 8. 

same, hame, name, blame, X, 4. 

same, hame, blame, name, X, 31. 

wise, saoryflce, X, 7 and X, 19. 
The included rimes are— 

feU, telle, X, 17. 

telle, fell, emell, Isreell, XI, 8. 

dwelle, telle, XI, 9. 

tell, IsrseU, dwell, emell, XI, 16. 

tell, Isnell, hell, dwelle, XI, 18. 

name, same, XI, 20. 

name, blame, same, shame, XI, 15. 

same, hame, name, blame, X, i. 

same, hame, blame, name, X, 81. 

saide, ffrathide, X, 18. 

grathid, brayde, saide, payed, X, 10. 

saide, paied, XI, 80. 
These rime series number 24. 
XI contains 88 different varieties of rime. 

X contains 47 different varieties of rime. 
The rime series of XI number 134. 

The rime series of X number 129. 

The agreeing rime series constitute 12/134 of all in XI, and 12/129 of all in X. 
The riming words agreeing number 14 in 406 lines of XI, and in 380 lines of X, or 1 in 
27 Unee of X. 

XI agrees with IX and with no other in rime series upon * before,* ' men,* * borne,* 
*flitte,' 'mene,* *greye,* *encre8se,* and *marre.' 

Identical rimes among these are- 
wore, before, sore, (no) more, IX, 20. 

before, wore, sore, more, XI, 23. 

sesse, encresse, IX, 17. 

sese, encrese, XI, 4. 
Included rimes arc— 

wene, mene, IX, 5. 

mene, seeno, grene, wene, XI, 9. 

greve, mysoheue, IX, 8, 

move, greve, leve, mysoheue, XI, 24. 

sesse, encresse, IX, 17 and XI, 4. 

pees, press, sees, encrese, XI, 2. 

pees, sesse, messe, encresse, XI, 14. 
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This table reveals a closer agreement between IX and XI than 
between X and XI, yet X and XI have the same stanzaic structure. 
It establishes the connection of VIII with the cycle, since VIII ranks 
with X in agreement with XI, and indeed ranks above X, when we 
consider that VIII is contined to four- word series, as it has no cauda, 
and that this author appears to express his preferences, so far as 
they depart from the literary conventions of his day, more often in 
the two-word series of the double quatrain. It sharply separates 
XXXIX from VIII. That this division is not the result of accident 
is further demonstrated by the behavior of XXXIX in combination. 
The common rimes of VIII, IX, and X agree with XI in one rime in 
four, but the common rimes of XXXIX, and IX and X, agree with 
XI in only one rime in nine. 

In accordance with these results, we conclude that VIII and IX 
belong to the cycle, and that XXXIX does not. As a confirmatory 
fact, we note that the subjects of plays VIII and IX are interde- 
pendent. If one play belongs in the cycle, the other must go with it. 

The third hypothesis must now be considered. Is W * Oonspiracio' 
from " Cayphas " to " Tunc dicet Sanctus Johannes " the work of the 
author of the York cycle ? 

This question should admit of an answer through the rime tests 
employed in the preceding investigation. It is not necessary to give 
the steps in detail. The results obtained for comparison with those 
of the table are 8, 31, 1/6, and 1 in 18 lines, a confirmatory result. 

Let us beware, however, of accepting these tests as absolutely 
conclusive of single authorship. They do seem to establish a com- 
mon membership in a parent cycle, to separate the work of one age 
from that of another, but the distinguishing of individual authorship 
within a school of literature is a very different matter. The number 
of rime series known to the Northern writers was limited. Individ- 
ual preferences had but little freedom. A similar test made upon 
the first four hundred lines of the Northern Evangelium Nicodemi 
gives nearly as favorable an answer for single authorship ; yet it 
seems almost certain that this poem is by a different author of the 
same school, probably of a slightly earlier date. 

The poet of the Nicodemus was individual in his use of riming 
plurals, 'dedes,' Mawes,' of rimes upon *now,' * stout,' * house,' for 
his fondness for certain series, 'Cayphas,' *pas,' *was;' * Pilate,' 
*gate.' The latter he uses seven times out of eleven rimes on 'gate,' 
although the rime itself is found in none of the plays examined 
excepting once in XI. In these details, meagre it is true, and of 
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little value in the days of literary liberty, but significant when they 
appear in work that knew no innovations, one comes to feel that 
here is a personality^ seeking expression that shall not be an echo. 

Through a like scrutiny the literary workmanship of these plays 
reveals to the mind of the investigator evidences of unity of treat- 
ment that, to my mind, are worth far more than rime tests. 

Again, these results from rime tests must be received with caution 
for two additional reasons; first, because the text needs thorough 
emendation, and the quality of the riming sounds must be estab- 
lished by wide comparisons, together with the careful definition of 
sub-dialects, before we can form our categories with confidence; 
and, secondly, because the classification of data has not been ex- 
tended over a sufliciently wide area to admit of safe generalization. 
These are tasks for many scholars. My purpose is accomplished, if 
my data are sufficiently accurate to establish the unity of the parent 
cycle. To that extent I believe them trustworthy, and also that, 
taken in conjunction with many rather intangible stylistic evidences, 
they form a reasonable basis for belief in a single authorship. 

Let us see, then, what plays constitute this parent cycle. The list' 
is as follows — 

The Parent Cycle. 

Y II, The Creation, to the fifth day. 
Y VIII, The Building of the Ark. 

Y IX, Noah and his Wife, the Flood and its waning. 

Y X, Abraham's Sacrifice of Isaac. 

Y XI, The Departure of the Israelites from Egypt, the Ten 

Plagues, and the Passage of the Red Sea. 

Y XII, The Annunciation, The Prologue. 

Y XV, The Angels and the Shepherds. — The first three stanzas 

and the last four, omitting the comic episode. 
Y XVII, The Coming of the Three Kings to Herod ; the Adora- 
tion. — The Salutation, stanzas 22, 23, 24, has perhaps 
been reworked, or may have been written in accord- 
ance with established custom. Salutations of similar 
style appear elsewhere in mediaeval poetry. 

Y XX, Christ with the Doctors in the Temple. 

Y XXIII, The Transfiguration. 

Y XXIV, The Woman taken in Adultery. The Raising of Laz- 

arus. 



1 Cp. Hohlfeld in Anglia 11, p. 248. 
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Whether a cycle would close with the Descent of the Holy Spirit 
is to my mind somewhat doubtfal. The Italian short cycle already 
cited * exhibits a play of this character, with the plays of Burial and 
Resurrection as introductory. It is possible that it was considered 
on theological grounds a fitting close, though most cycles passed 
on to the Judgment Day. On the other hand, it would be nothing 
surprising, if the Mercers had discarded their old play for a play of 
the later fashion. The York play, * The Judgment Day,' is a late 
play, and will be examined in another chapter. 

These sixteen plays, then, can be segregated as an ancient cycle, 
which stood as prototype for the craft cycles of Woodkirk and 
Coventry, and, probablj', of Beverly. There are reasons, however, 
for believing that the demand for expansion came soon, and that 
certain additions had already been made when the Woodkirk com- 
piler looked to York for a part of his material. 

We will next consider the status of the plays of the parent cycle 
in the other cycles, and then examine into the evidences for the 
expansion of this cycle prior to the establishment of the Woodkirk 
plays. 



XXII. 
THE PABEKT OTCLE IN THE WOODKIBK PLAYS. 

The following plays of the parent cycle are found, in whole or in 
part, in the Woodkirk plays. Y XI = W * Pharao ; ' Y XVII = W 
* Oblacio Magorum,' one stanza only ; Y XX = W * Pagina Docto- 
rum ;' Y XXXVII = W ^Extractio Animarum.' 

The relation of W 'Pharao' to Y XI can be best shown by con- 
trasting corresponding verses that shall be as nearly consecutive as 
possible. I have chosen the first twenty -three lines of the York play; 
the verse that seems to me the nearest to the original is given as the 
second in each case, and the reason for my decision is suggested by 
the word following. These comparisons can hardly be classed as 
text emendations — any authoritative settlement of the questions 
arising would lead me too far afield — but they will serve to illustrate 
the relative purity of the texts. 

O pees, I bidde ]>at noman passe, Y, 1. 

Peas, of payn that no man pas, W. Alliteration. 

And take good hede of hym that has, W. 

And takes gud heede to hym fat hasse, Y, 8. Cp. XXXVII, 1. 87. 



1 See p. 77. 
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Moyses.— Bels nocrht aferde, god is youre frendo. 

Fro alle oure fooes ho will vs fende. 

]>arfore comes f urtbe with me. 

Haves done, and drede you noght. 
11. puer.— My lorde, loved mott )>ou bee, 

)>at ]7U8 fro bale has brought. 

"W.— Com furthe, now salle ye weynd 
To land of lykyng you to pay. 
Primus Puer.— Bot kyng Fharao, that fals feynd, 
He will us eft betray ; 
Fulle soyn he wille shape us to sheynd, 
And after us send his garray. 
Moyses.— Be not abast, God is our freynd. 
And alle oure foes wille slay ; 
Therfor com on with me. 
Have done and drede you noght. 
Secundus Puer.— That Lord blyst might he be. 

That us from baylle has broght. 

Certain expressions and substitutions of words for differences in 
dialects are worthy a passing notice. A favorite oath in W — * the 
ragyd dwylle,' 1. 251, 326, 403. 

* in mynde ' for * haue I mende,* W, 121. Misunderstood. 

* way ' for * wothis,' W. 138. wothis = harm. Misunderstood. 

* lepre ' for * serpent,' W, 154. Criticism of his text. 

* socoure ^ for * belde,' W, 180. Dialectal change. 

* Brethere ' for * Beeths ' (?), W, 197. 
^ wyle ' for ' wynne,' W, 220. 
Moselle ' for * lurdayne,' W, 220. 

* wyth ♦ for ' Hopp,' W, 245. Dialectal change. 

* trow ' for ' hopp,' W, 276 (?). 
*lang' for Mande,' W, 282. 

* bond ' for * garre f este,* W, 308. Dialectal change. 

* myst * for * myrke,' W, 344. Dialectal change. 

* fals ' for * felowns,' W. 868 (?). 

These changes for dialectal reasons probably mark not alone a 
difference of vocabulary in the two districts, but also a change of 
obsolescent words for those of accepted currency. This is another 
proof that the compilation of the Woodkirk cycle is considerably 
later than the date of the parent cycle of York. 

W * Oblacio Magorum,' to which Y XVII corresponds, shows but 
slight indebtedness to the York play. The greater portion of the 
play is in the stanze a a a b a b. This was a favorite stanza for 
church poetry. The play was universally given in connection with 
the Christmas service. It is probable that the compiler incorporated 
a church play into his cycle. One of two alternatives is certain, 
either he had the York play before him, or at a later date the York 
introduction of the angel displaced the original message. 

From the compiler's known method of work, I judge that he com- 
pared the church play with the York. 
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The ^Nuncius' enters with the York introdaction, "Mi lorde ser 
Herode." Mary salutes the Magi with the same words as in York, 
" Sir kynges." These agreements, however, do not necessarily argue 
a borrowing from York. They may be conventional entrances 
widely adopted in church plays.* Many other characteristics agree 
in general treatment, as might be expected with common clerical 
traditions of more than a century's acceptance. 

In some points, however, these plays follow different traditions. 
We know, for example, from the Latin plays extant, that the intro- 
duction of the Doctors with their books' was common," and that 
sometimes the kings were summoned* by a messenger, sometimes 
appeared unannounced. In these particulars W and Y follow differ- 
ent models. This would seem to argue that the play in question was 
used in some church not in close affiliation with York, possibly in the 
Midland district. 

The direct appropriation of material from the York play is con- 
fined to one stanza, stanza 27 of the York play.* This is taken with- 
out change other than a re-arrangement of the cauda by the transpo. 
sition of a verse. The original rime a b a b becomes abba in the 
Woodkirk play. 

Y XX=W * Pagina Doctorum,' true Co ^The Weavers' Pageant, 
Ch 'The Purification,' so-called Co * Christ Disputing in the Tem- 
ple.' The relationships here are so significant, and the results flow- 
ing from them so important, that a separate chapter will be given to 
this play. 

Y XXXVII was made the basis for W ^Extractio Animarum,' and 
some unknown play was used to supplement it. This play, therefore, 
illustrates the reverse of the method pursued in * Oblacio Magorum,' 
but agrees with * Pharao.' 

The first eight verses of Y, twelve of W, are different. In the W 
verses I seem to detect a lyric, carol -like quality, such as seems pres- 
ent in portions of W * Conspiracio et Captio.' 

W adds the following passages. Before stanza 5 Isaias speaks 
eight verses — 

Isaias. Adam, tbrugh thy syn 

Here were we put to dwelle 
This wykyd place within* 
The name of it is helle ; 
Here paynes shalle never blyn 
That wykyd ar and felle, 
Loue that lord withe wyn 
His lyfe for vs wold selle. 



1 See p. 134. 

> So in the play of the twelfth century at Nevers, Romania, vol. 4, p. 4. Also cp. 
Freisinir and Orleans plays, p. 83. * Not so in Jublnal, Mystdrea inedits, vol. 2, p. 05. 

4 This was discovered by Herttrich, p. 4. 
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Before stansa 9. Rybald. Sen fynt that helle was mayde. 
And I was put therein 
Siche sorow never ere I had. 
Nor hard I siche a dyn ; 
My hart begjrnnys to brade. 
My wytt wazys thyn, 
I drede we can not be glad, 
Thise eaules mon fro us twyn. 

With considerable re-arrangement of parts, after the words, " At- 
tolite," etc., the line, " Out, harro, out ! what deville is he." This 
confusion arises from the rejection of the translation accompanying 
the Latin lines. 

After line 140. If that brodelle com ne 

With Tu ay won he shaile. 
After line 126. David says- Nay, withe hym may ye not fyght. 
For he Is kyng and conqueroure. 
in the place of— I lered leuand with-outen lees, 
He is a kyng of vertues olere. 
After line 190. Of hym commys alle this light 
That shynys in this bowre. 

After line 136, eight lines are inserted, the last eight of stanza 12 
having been used earlier. 

How sir Sathanas, com nar 

And hark this cursid rowte I 
Sathanas. The deville you all to-har I 

What ales the so to showte ? 

And me, if I com nar 

Thy brayn bot I bryst owte. 
Belzabub. Thou must com help to spar. 

We are beseged abowte. 

A transposition of Jesus's speech takes place, and the discarding 
of the Latin, while the ti;ansIation is retained — T gives both — is 
made the excuse for the introduction of two additional lines. 
And let my folk furthe gone 

Wheder ye wille or none. 

Before stanza 17. Bybald. What art thou that spekys so ? 
Jesus. A king of blys that hight Jesus. 
Bybald. Yee, hens fast I red thou go. 
And melle the not with vs. 
Belzabub. Cure yates I trow wille last, 
Thay ar so strong 1 weyn, 
Bot if oure barres brast 
For the thay shaile not twyn. 

Before line 198, in place of— Telle lucifer alle is unlokynne. 

Belsabub exclaims— Harro I oure yates begyn to crak. 
In sender, I trow, they go. 
And helle, I trow will alle-to-shak ; 
Alas, what I am wo I 

The last two additions improve the dramatic quality of the action. 
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Before line 201« Satan ezcIaJma, 

Tee, hancryd he thou on a oruke. 

Before stanza 26, Satbanas. Whi, and wiUe thou take theym alle me fro? 
Then thjmk me thou art vnkynde; 
Nay I pray the do not so, 
Vmthynke the better In thy mynde. 
Or eJs let me with the sro, 
I pray the leyf e me not bebynde. 
Jesus. Nay tratur, thou shalle won in wo. 
And tiUe a stake I shalle the bynde. 

This serves for the expansion of a favorite motive. Before line 
349, a substitution of four verses by Jesus for two by Satan. 

Satan. Alias I for dole, and care, 
I synke in to belle pitte. 

Jesus. Com now f urthe my childer alle, 
T f orgyf you youre mys ; 
Withe me now ro ye shalle 
To joy and endles blys. 

These excerpts are evidently full double quatrain stanzas in four 
cases, viz: before stanzas 5, 9, and 26, and in stanza 12. Before 
stanza 17 are two half stanzas, and single half -stanzas occur before 
lines 198 and 349. I think it safe to conclude that the play was 
written in double quatrain stanzas. 

Whether these stanzas were composed of 4-stress verses is a more 
difficult question. These excerpts are prevailingly 3-stressed, but our 
redactor often reduces 4-stress lines to 3-stress by dropping adverbs, 
connectives, and unimportant words ; thus in stanza 25, lines 2, 7, 
and 8, and in a notable way lines 198-200. 

I do not think that structural alliteration was present, though this 
author sometimes effaced it beyond recognition. I conclude from 
the above considerations that the play was not a Northern play. 

The redactor followed his own judgment also in the matter of ex- 
cision. It is not necessary to quote the lines of the York play that 
he dropped. They are, inclusive, lines 15-18, stanza 3 entire, lines 
51-2, 55, 58, 60, 122, 124, 127-8, 181, 183, 339-40, 343-4, 347-8. 

In some few particulars the W text is more accurate than the T ; 

T, line 370— 

Ofte tymes tolde vntill vs, 

is assigned with the remainder of stanza 31 to 'John Baptista.' In 
his mouth it lacks point, as he is a new-comer to hell. W gives the 
last four lines of the stanza, including this line, to Moses, which 
makes the line in character. Y, line 113, gives A for the proper name 
which W gives as Anaballe. Y, line 135, reads by blunder of the 
scribe 'lady' where W writes correctly *lad.' The aid that W can 
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afford toward a restoration of the text is, however, much less in this 
play than in Y XI. 

There are evidences that the author of W had a slightly illegible 
copy of Y. Such mistakes as ' f raude ' for * frewte,' line 10 ; * night ' 
for * light,' line 85 ; ' bright ' for ' sight,' line 90 ; ' shalle the sow ' 
for * telle the nowe,' line 218, point to a difficulty of decipherment. 

Dialectal changes similar to those made in Y XP occur. 

* boght ' for * getyn,' 1. 1 1 . ' tokyn ' for ' signe,' 1. 1 9, 4 1. 
*shedyng' for *bying,' 1. 12. *myrth ' for 'grace,' 1. 20. 
*wille' for *schall,' L 13, 22. *know' for *schewe,' 1. 22. 

* helth ' for * heele,* 1. 38, 106. ' can ' for ' gune,' 1. 47, 286. 
*darknes' for *mirke,' 1. 53. 'water' for *floode,' 1. 76. 

' shewid ' for * mustered,' 1. 86. * thurt ' for * neyd,' 1. 242. 

'ment' for *preched,' 1. 291. 'wille' for Miste,' 1. 313. 

' trew ' for ' soth,' 1. 327. * sete' for * selle,' 1. 342. 

*In blys to dwelle' for * wonne in mirthe,' 1. 228. 

* It shalbe lang ' for * all schall nogt gang,' 1. 303. 

'Rebald,' 1. 99, is understood as a proper name, and, as *Rybald,' is 
assigned to one of the devils. * Glory ' for * gilery,' 1. 160. Now 
*gilery' means * deceit ;' consequently, this guess was rather wild, 
'like' for 'obitte,' I. 269. This attempt to Anglicize the Latin 
'obit' was not appreciated. The indebtedness of W to the York 
cycle is not confined to these plays of the parent cycle. We shall 
return again to the discussion in a later chapter. 



XXIII. 

THE WOODKIBK PLAY, 'CONSPIBACIO ET CAPTIO.' 

This play, which has preserved a fragment of the parent cycle, 
lost to the York cycle, is a pieced play, containing, within the com- 
pass of a single play, work of the earliest and of the latest period, 
as well as something by that author whose plays mark the beginnings 
of English comedy. It is a canto, containing in its eight hundred 
and eighty-five verses specimens of almost every age and style of 
mystery play from the date of separation from the church service 
until the spirit of the Reformation transformed the mystery into the 
morality, the chronicle history, and the comedy. 



1 See p. 149. 
Trans. Conn. Aoad., Vol. IX. Ootobeb, 1892. 
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terpendence of the churches by an exhaustive study of such passages. 

B. The passage from "Cayphas" to "Tunc dicet Sanctus Johan- 
nes" is the fragment of the parent cycle whose characteristics we 
have already discussed.'* 

C. This passage extends from " Tunc dicet Sanctus Johannes " to 
the words — "Now wote ye what I have done," in Jesus' speech. 
This is introductory to the final instructions of Jesus to his disciples. 
It is written in couplets, which, towards the last, approach the suc- 
ceeding extract in the literalness of its rendering of the Biblical nar- 

1 See p. 132. t See p. 143. 
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To Y, 11. Good Lord, have on man pyt6. 

Have mende of the prayour said by Tsale. 
The Virtues plead and the Son resolves to go. 
Deus commands Gabriel to go. 
8 & T. Prologue by Isayc— A general prologue. 
Ch. Has no prologue. 

The sequence of thought between W and Y is too marked for 
accident. The passage in W is in couplets. I think that we must 
conclude that the compiler of W was dissatisfied with the long non- 
dramatic prologue of Y, re- wrote the first stanza, following closely 
the sequence of thought, and added what he considered more appro- 
priate matter. The use made by Y of Latin passages with English 
exposition, as in his 'Harrowing of Hell,' was in accordance with 
the traditions of church plays. 

No sign of any knowledge of the York Prologue is shown by the 
writers of the other plays. 

We proceed to examine the play itself, and here we add the 
correspondent passages from the Bible. 

Y, 146, Ang. Hayle I Marie ! full of grace and blsrsse, 

Oure lord god is with J^e, 

And has chosen pe for his. 

Of all women bllst mot J>ou be. 
S T. Gaberell. Hayle mar6 full of grace owre lord god ys with th6 

Aboue all wemen )>at evur wasse 

Lad6 blesside mote thou be. 
Ch. GabrieU. Heale be thou, Marye, mother ff ree, 

FuU of grace, God is with thee, 

Amonge all wemen blessed thou be. 

And the frute of thy bodye. 
W. Gabrielle. Haylle Mary, gracyouse, 

Haylle madyn and Godes spouse. 

Of alle vyrgyns thou art qwene. 

8 lines. 
My lord of heven is wyth the. 
Heyl, fful of grace, God is with the. 
Amonge alle women blyssyd art thu. 
Ave, erratia plena: Dominus tecum: Benedicte tu in mulieribus, et 

benediotus fructus vontris tui. 
Mary expresses surprise. 
Mary expresses amazement and trouble. 
Mary expresses amazement and trouble. 
What is thl name? 
Mary marvels at the greeting. 
Quae cum audisset, turbata est in sermone ejus, et cogitabat quails 

esset ista salutatio. 

Ne drede J>e nought, ]jou mylde marie. 
Dred th6 nothyng meydin of this. 
Mary, in this take ye no drede. 
Goodly lady, have thou no drede. 
Marye, ney dreed thee naugbte this casse. 
Ne timeas, Maria. 



Co. Gabriel. 

Luke 1, :S. 
42. 

Y 140-52. 

S&T. 

Ch. 

W. Marie. 

Co. 

Luke 1, 29. 

Y153. 
S&T. 

Co. 

W. 

Ch. 
Luke 1, 80. 
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Ch. WoDderlye nowe marvailes me, 
That Marye, Godes mother f reye, 
Greetes me this of symple deerreey. 
W. And this tyme may I blys. 
That my lordes moder is 
Comon thus unto me. 
Co. How is it that the modyr of God me xulde come to? 
Luke 1, 43. Et uude hoc mihi ut veniat mater Domini mei ad me? 
Y, 218-16. Sone als )?e voyce of )>lne haylsing 
Moght myn neres entre and be, 
])e cbilde in my wombe so yenge. 
Makes grete myrthe vnto J>e. 
Ch. When thou me greeteste, sweete Marye, 
The childe stored in my bodye, 
For greate joye of thy companye. 
W. For syn that tyme f ulle welle I wote, 
The stevyn of angelle voce it smote. 

And rang now in myne ere ; 
A selcouthe thyng is rae betyde. 
The chyld makys Joy, as any byrd. 
That I in body bere. 

Co. 

Luke 1, 44. Ecee enim ut facta est vox salutationis tuae in auribus meis, exultavit 
in gaudio infans in utero meo. 

Y, 317-240. A free rendering of the * Magnificat,' broken by a stanza by Elizabeth. 

Ch. Luke 1, 46 and 47 quoted with slight changes, amplified in Bnglislt, and 
followed by a paraphrase of the remainder of the * Magnificat.* 

Co. Mary gives the Magnificat, sentence by sentence, and Elizabeth trans- 
lates each sentence. 

The above comparisons lead naturally to four conclusions : — 

First. All lists of agreeing passages, where the agreement arises 
from the literal translation of dramatic passages of the Biblical nar- 
rative, are misleading when used to support a theory of direct inter- 
dependence among the extant plays. 

Secondly. The earliest church plays gave with literal fidelity 
the Biblical narrative when it was phrased in conversation, i. e. was 
adapted to dramatic presentation. Later redactors were reluctant 
to change passages that were already dramatic, and yet adhered 
closely to the sacred story ; hence the unchanged play spread 
through the churches. The writers of cycles were conversant with 
the plays, each with those of his church, and adopted such passages 
with but few changes, since the movement was dramatic, and the 
language faithful to the sacred text ; hence a striking similarity 
arose where sometimes no connection existed. 

Thirdly. Until as thorough-going an agreement is shown between 
the church plays of France and those of England as is here shown 
among the plays of different cycles, we must claim the Chester play 
as a product of England. Here lies another strong proof that the 
Chester plays were written on English soil. 
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Fourthly. It would seem that the play in question must have 
been originally the work of one author, that this author wrote it in 
Latin for a church play, and that this play was adopted for some 
reason in many churches. I should place its composition at an 
earlier date than that of the cyclic plays, for the writer of the York 
parent cycle incorporated it in his cycle, writing for it a prologue of 
his own. 

I believe that the writer of the W play, not the compiler of the 
W cycle, had this York play before him, since he recast a part of 
the prologue ; but he departed further from the Biblical text than 
any other writer, exhibiting such independence as the compiler of 
W nowhere shows. The Ch and Co plays were probably taken 
directly from the play in the church best known to the author. 
The stanzaic structure agrees sufficiently well in each cycle with 
the author's known style to render it probable that the play was 
translated independently in each case. The Shearmen and Taylors' 
play may be a church play, or may be in part the York play, as is 
certainly the other extant Coventry play. 

Finally. A word here about the redactor of the true Coventry 
plays may be in place. Robart Croo considered that he had accom- 
plished a laudable undertaking when he had modernized the Cov- 
entry plays. His execrable spelling, pointless interpolations, and 
attempts at comic writing, especially in the part of Joseph in the 
Weavers' play, mark him as a man of little education and less taste. 
He, or his son, appears to have been a necessary factotum of the 
mystery play business in Coventry. One sometimes wonders if he 
were not a manager who, for a consideration, presented the plays 
for one or more gilds. I do not know that any one has directed 
attention to his name in the gild accounts as given by Sharp. The 
items are as follows — 

Smiths' Pageant. 
1663 — It' to Robart Croo for ij leves of ore play boke viij d. 

Drapers' Pageant. 
1567 — paid to Robart Crowe for makyng of the boke for the pag- 

gen XX s, 
1560 — It' payd to Robart Croo for pleayng God iijs. iiij d, 
1560 — payd to Cro for mendyng the devells cottes xx d. 
1^62 — Itm payde Robert Croo for a hat for the pharysye xij d. 
1 556 — payd to Crowe for makyng of iij worldys ij s, 
[In 1660 the sum paid him was 3 «. 8 c?.J 
— payd him more for same iij«. viij d. 

Sharp states that Croo was employed also by the Cappers and 
Shearmen's Companies in a similar manner. 
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XXV. 
CHRIST WITH THE DOCTORS IN THE TEMPLE. 

This play, Y XX, is a play of the parent cycle. It is also, with 
variations, the * Pagina Doctorura ' of the Woodkirk cycle, the 
* Weavers' Pageant ' of Coventry, and ' The Purification ' of the 
Chester cycle. Certain relations exist also between it and the Cov- 
entry play, * Christ Disputing in the Temple.' As this is the only 
play of the parent cycle that has found its way into four gild cycles, 
it is worthy of a somewhat minute analysis. 

The introduction. — In W of Co a play of the prophets comes first. 
It is unlike the play of any other cycle. IIow this play could find 
place as an introduction to * Christ in the Temple ' in a cycle which 
contained the Salutation, is difficult of explanation. There is every 
reason for believing that these cycles at first followed strictly the 
sequence of the Biblical narrative. This transference of the play of 
the prophets to a position subsequent to that of the Salutation must 
be a late innovation, though I see no reason for attributing it to 
Robart Croo, who has enough to answer for without it. 

The episode of Simeon, Anna, and the Angelft. — The agreement 
among the plays is that of a common church tradition reinforced by 
literary convention. This episode, together with that of Joseph and 
Mary's journey to the temple, bears the marks of the later literary 
fashion in most of the plays. I cannot say that it does in the 
Chester play, but in the York * Purification ' the later style is very 
evident, and many traces of it appear in W of Co, and Co. 

Joseph and Mary homeward bound. — Y opens with this. W of 
Co agrees throughout the scene. Croo's adaptation places them 
upon a *for pageant,' yet puts words into Mary's mouth that imply 
the journey. Ch introduces Mary with eight verses that are evi- 
dently patchwork. Mary says that she wishes the child had not left 
them, but advises in the first stanza borrowed from the York play 
that they proceed on their journey. Her later appearance in the 
temple is wholly unaccounted for. The remainder of the first stanza 
in Y is omitted in Ch. 

The introduction of the Doctors. — In Y and W of Co the Doctors 
prepare to announce the law to all comers. In Co a similar subject 
receives very different treatment. In W the talk is of the prophecies 
of Christ. 
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xne noiy ffoosi' aas on me iigac. 



in four verses. Agreement of Y, W, W of Co, Cb. 

Primus Magister answers. — This agrees in Y and W, is paraphrased 
in \V of Co, is expanded from two to four verses in Ch. 

Jesus declares — 

Certis, I was or ye. 
And schall be aftir you. 

In Y, W, and W of Co, Primus Magiater replies in a long speech. 
Jesus states that he will declare the truth. Primus Magister won- 
ders where the child could have learned such wisdom. In the above, 
Y, W of Co, and W agree, W furnishing in some points the better 
text. Ch departs from the model, transferring from a later position 
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Corpus Christi procession to visit the play at Coventry.* The 
people flocked to these plays from distances that were then consid- 
ered great. Nothing could be raore reasonable than that the players 
of one city should take note of the successful plays of another, and 
seek to incorporate such plays into the home cycle. 



XXVI. 

OOB.B.ESPONDENCE OUTSIDE OF THE PABEKT CYCLE. 

In the Woodkirk plays are found portions of three York plays not 
included in the parent cycle. These York plays are — 

Y XXXIV. Christ Led up to Calvary. 
Y XXXVIII. The Resurrection. 

Y XLVIIL The Judgment Day. 

The York play, * Christ Led up to Calvary,' agrees in subject with 
W *Flagellacio,' which has been already the subject of our discussion.' 
We have recognized one scene of the tormentors as the work of our 
earliest comedy writer, to whom we have also assigned certain other 
portions of the W cycle. 

The second scene begins with * Johannes Apostolus,' and corre- 
sponds to the second scene of the York play. An examination of 
this may inform us as to the genesis of the play. 

Stanza 10. W impairs verse movement by introducing *80,' * we,' 
substitutes * Caiphas ' for * bushoppe,' * fled ' for * went,' 'fals witnes' 
for * soteltes,' destroys alliteration four times. W omits stanza 1 1, 
gives stanza 12. A leaf is lost in Y. Portions of stanza 13, and of 
one following the lost leaf and numbered by Miss Smith 14, and 
stanza 15, bring the Y play to the introduction of Jesus bearing the 
cross. W apparently agrees in general with the lost Y, but intro- 
duces Mary's attempt to take the cross, and departs otherwise from 
the Y stanzas extant. 

W may paraphrase Y stanzas 16 and 17, or these stanzas may 
depend directly upon the Biblical narrative as given in some church 
play. 

Y stanza 19 follows in W. W omits Y 20 and the first part of 
Y 21. In Y the women leave in stanza 21, but in W they must 
have left in Y 19, thus abridging the altercation with the soldiers. 



1 Hibbert, F. A. The Tnfluence and Development of English Gilds, p. 68. 
s See p. 155. 
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We will next consider the play, ' The Resurrection.' 
Y contains five stanzas before the centurion is mentioned, W six. 
These stanzas are in the same metre in the two versions, and, so far 
as I can determine, of equal age. The seventh stanza in W is irreg- 
ular through an attempt to fuse two stanzas, the second of which is 
Y 6 with the omission of two verses. This would argue an attempt 
to piece the W introduction to the Y play. The plays agree in 
stanzas 6 and 7. York then omits twenty-five lines of the original 
play, which W gives. These contain an account of the marvels for 
which the line in Y — 

What may pea moruayles signifle? 

prepares. Y substitutes stanza 8 for this passage. 

Throughout the remainder of the play there is occasionally the 
displacing of single stanzas ; thus, stanzas 22, 32, 44, 47, (53, 66, 67, 
and 69 of the York play do not appear in the Woodkirk, and full 
stanzas of W, after Y lines 114, 126, 186, 388, are different from the 
York, though following the thought closely. 

The most noteworthy insertion is that of the monologue of Jesus, 
which W has in common with Chester. 

The variations between these plays are less marked than we have 

found them hitherto. Both writers use the same metre, and the 

variant portions are so welded to the common text that neither Y 

nor W is the type to the exclusion of the other. I have fancied 

that the variants of W were more lyrical than those of Y, but cannot 

state it with certainty. 

Trams. Conn. Aoad., Vol. IX. October, 1892. 
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It would seem that in the time of these later plays the poets were 
conversant with a considerable body of devotional poetry. They 
wrote, taking excerpts and turns of expression from contemporaneous 
literature, and we shall find it difficult to estimate the independence 
of any single author, unless we saturate our minds with the non- 
dramatic poetry of their day. 

The discussion of Y *The Judgment Day' need not delay us long 
The *Juditium' is the corresponding W play. The Y play is 
throughout by one author. The W play displaces the first eighteen 
stanzas by a new introduction, all of which is lost except the last 
stanza. The second wicked soul follows with three stanzas agreeing 
in W and Y.* W" then inserts thirty-two lines which are spoken 
by * Quartus Mains,' after which it continues with Y 22. 

The two striking features of the play are, first, the non-dramatic 
character of the second scene, which might very easily be an adap- 
tation of a devotional monologue of Deus or Jesus, such as abound 
in the devotional poetry of the day ; and, secondly, the introduction 
of the satirical comedy of Tutivillus in W, mention of which has 
been made in an earlier chapter. 

In closing this discussion of the affiliation of the cycles, it may be 
well to emphasize the relation of church plays to certain agreements 
that exist among the cyclic plays, since Herttrich' and Hohlfeld* have 
cited such coincidences as proof of interdependence among the cycles. 
We have stated above the reason for distinguishing the coincidences 
which accompany notable actions as correspondences due to familiar 
knowledge of the plays through frequent repetition rather than 
through acquaintance with texts. Such sentences do not argue deri- 
vation from a common text, but rather dependence upon church 
plays in which a conventional expression accompanies a mark worthy 
action. 

Such expressions abound in the plays, and further reference to 
them would be unnecessary, were it not for the prominence that 
other investigators have given them. Suffice it here, that I consider 
of this character Herttrich's reference to Y XVIII, and Hohlfeld's to 
Y XIII, XVII, and XXXVI. As to the verses culled by Hohlfeld 
from Y XLIII and W XXIV, they are so literally translated from 
Mark XVI, 17-18, that I think them unsafe data for any argument 
of direct connection between the plays themselves. 



1 In Y XXXIV the third soldier is named Sir Wymond. In the Romance of Athelston 
the earl of Dover is Sir Wymond. Cp. Die Romanze von Atbelston in Engllaohe Studlen, 
vol. 18, p. 33a. 

s Herttrich, p. 6. * Anglla, vol. 11, p. 264. 
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rie in France, to the Meistersanger in Germany, or to the craft-gild 
in England. Its fraternization with the comedy of the hedge-rows, 
last scion of the ancient dramatic stock, produced the Feast of Fools 
and the Feast of the Ass in France. Touched with the spirit of 
earnest criticism which gives to England her power of self-renova- 
tion, it became in its last days the precursor of the satirical comedy 
in politics and manners. Its unorganized mass has been a quarry 
of literary material for later authors, and motives kindred to our 
thought are still found within its content. 

In France the plays were more especially the exponent of the 
literati and of the nobility, but in England they pulsed with the life 
of the crafts. Religious, philanthropic, and economic motives lay at 
the basis of the gild life. The processions, pageantry, and votive 
offerings, through which the gild expressed its corporate devotion, 
presented faithfully the religious spirit of the artisan. Through an 
adaptation of pageantry, its customary vehicle of homage, the civic 
body did honor to its earthly sovereign in the Koyal Entry. A com- 
mon spirit shaped a common material to religious, divertive and 
political ends, in procession, pageantry, and play. Therefore pa- 
geantry and processional customs bear directly upon the problems 
of the plays, and must be continually kept in mind as ofttimes con- 
ditioning the form of the play itself. 

The craft plays were the favorite literature of the people for about 
two centuries. In them are embedded phases of thought prevalent 
in successive generations of men. Their sympathy with life fore- 
tokens the drama of life, the Shakespeare who purifies the native 
drama in the alembic of the classic. 

Since a cycle, as that of York, was the expression of the mind of 
generations, it might be expected that its contents would change as 
successive standards of taste or opinion prevailed. As each play 
was in great measure the peculiar property of one gild, its fortunes 
must have been intimately connected with those of the gild. A 
sumptuous pageant wagon and skilled actors fitly represented an 
opulent gild. A fusion of plays through the excision of scenes ad- 
vertised the joint labors of weaker crafts. Thus it came about that 
a cycle contains the plays, independent or revised, of many writers 
of different periods and schools, and that these plays, when popular, 
passed from cycle to cycle, or influenced powerfully the style of 
new plays. 

A lack of appreciation of this intimacy of connection between play 
and gild life and fortune, has heretofore prevented an earnest inquiry 
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as to the possibly composite characters of the cycles. Such inquiry 
as has been made failed of results, because the key to the metrical 
problem was sought in the dialect, and not in the metrical forms. 
The plays as we have them are seriously modified by the labor of 
scribes. These scribes could, and ofttimes did, change the dialect 
essentially ; the metrical structure they could reduce to ruins, but 
could not destroy beyond the possibility of restoration. If, there- 
fore, the individuality, locality, and relative date of stanzaic struc- 
tures were once established, a sure key would be placed in the hands 
of the investigator, through which he could read the secrets of the 
cycles. 

With the establishment and definition of the Northern septenar 
stanza the segregation of a parent York cycle becomes possible, and 
the composite character of single plays of the Woodkirk cycle is 
made evident. The connections among the four cycles now reveal 
themselves, and the commanding position of the York plays can no 
longer be questioned. 

The Mysteries constitute the most important body of connected 
literature in the fourteenth and fifteenth centuries. They contain 
the work of many authors, writing on related subjects in different 
styles and metres. In this work very possibly every generation for 
two centuries is represented. The mass of material is sufficient, and 
its arrangement through the labors of successive authors on single 
plays is such, that the Mystery Plays must become the most impor- 
tant source of literary history for their time, and the determining 
factor in many dialectal questions. 

This monograph simply opens the field for other workers. If it 
has demonstrated the significance of stanzaic structure, unlocked the 
cycles, justified the segregation of certain plays as a parent cycle, 
proved the interdependence of the four craft-cycles in the two extant 
Coventry plays, established characteristics of workmanship and the 
relative dates of two or three authors, the labor of a year will not 
have been in vain. Such a result, however, raises more questions 
than it settles, and invites other explorers. Some first steps may 
have been taken, but final results must be the work of many scholars, 
and embrace the whole body of contemporaneous literature. Until 
some approximate statement of the connections between this litera- 
ture and the early Elizabethan has been made, no just estimate can 
be formed of the proportions in which the national and classical ele- 
ments combined to produce the golden age of English literature. 
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